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Abstract
This dissertation aims to bring to light the music of Johann Melchior Gletle (1626-1683); a SwissGerman composer who lived the majority of his life working as the organist and Kapellmeister of
Augsburg Cathedral. The primary focus of this dissertation is a single volume of music composed by
Gletle in 1668: the Expeditionis Musicæ Classis II, Op. 2. Consisting of thirty-six vesper psalms, it is
conjectured that this publication was a form of ‘functional music’ intended for liturgical performance
at Augsburg Cathedral. The first part of the dissertation (Chapters 1 to 3), is devoted to contextualising
and analysing this volume of music, while the second part (Chapter 4) offers a practical means to
perform this music in the form of an edition and accompanying critical commentary. It is hoped that
this study will not only demonstrate the artistic merit of Gletle and his music, but also inspire further
scholarship in this area.
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Introduction
Johann Melchior Gletle (1626-1683) is but one of many composers whose name has, over the course
of the last few centuries, undeservedly fallen into relative obscurity. However, despite his lack of
recognition in modern times, Gletle wrote well over 250 compositions,1 of which 219 are known to
have survived today.2 Most of this music is sacred music, designed to be performed within the Catholic
liturgy and contains examples of every major style of sacred music of the day: motets (op. 1 & op. 5),
psalms (op. 2), masses (op. 3) and litanies (op. 6). Gletle’s output of secular music is also significant
and is preserved in the two prints of the Musica genialis latino-Germanica (op. 4 & op. 8). Gletle’s
importance as a composer has been noted by several scholars;3 Franz Krautwurst going as far to suggest
that Gletle was ‘by far the most significant musician’ in Eastern Swabia in the period of time between
the Council of Trent and the turn of the nineteenth century.4 Clearly, through his work as both a
performer and composer, Gletle exercised an indelible influence on the musical tradition of the region
and beyond.
In light of this, the raison d’être of this dissertation is to demonstrate Gletle to be a gifted and
skilled craftsman whose music, both on historical and artistic grounds, deserves resurrection and
recognition today. I hope to achieve this through a comprehensive analysis of Gletle’s Expeditionis
Musicæ Classis II (1668): a collection of vesper psalms for five voices and instruments.
This dissertation can be divided into two main parts. The first part, (Chapters 1 to 3) comprises
a contextualising essay examining the merit of Gletle’s music. Chapter 1 unravels the details of Gletle’s
life and works and consists of a brief biography followed by an evaluation of his compositional style(s).
Chapter 2 examines the performative context of the EMC2 at Augsburg Cathedral, where Gletle served
as Organist and Kapellmeister from 1651 until his death in 1683. In two parts, this chapter documents
the liturgical practices at Augsburg in addition to examining the musical life of the Cathedral both
during and immediately preceding Gletle’s period of employment. Chapter 3 analyses the EMC2 from
a number of vantage points. Following a general overview of the work is a comprehensive
bibliographical description of the print. Ensuing discussion traces the dissemination of the print –
including its presence in manuscript parts and in a tablature book in the Düben collection – and also
offers insights in relation to compositional practice and musical style.
The second part of the dissertation (Chapter 4) consists of a critical edition of a large section of
the EMC2. Underpinning this is an extensive apparatus criticus and a supporting section on
performance practice.
1

Franz Krautwurst, “Ein unbekanntes Briefautograph Johann Melchior Gletles,” Musik in Bayern, 43, (1991):
79.
2
Cecil Adkins, "Gletle, Johann Melchior" in The New Grove Dictionary of Music and Musicians, accessed
April 17, 2019, https://doi.org/10.1093/gmo/9781561592630.article.11277.
3
Adolf Layer “Johann Melchior Gletles Leben und Wirken” in Johann Melchior Gletle Ausgewälte
Kirchenmusik, ed. Hans Peter Schanzlin (Basel: Bärenreiter-Verlag, 1959), VII.
4
Krautwurst, “Ein unbekanntes Briefautograph Johann Melchior Gletles,” 79.
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With the exception of a few isolated movements, the contents of the EMC2, up until now, have
remained a closed book.5 Throughout this study – in particular through scoring-up the partbooks – we
can, for the first time since the seventeenth century, appreciate the quality of Gletle’s liturgical music
for vespers. It is hoped that this dissertation will inspire further scholarship and musical exploration
around this composer who, unquestionably, was one of the leading composers of the late seventeenth
century.

5

Published sections of the EMC2 include the following: i) The Magnificat from the Psalmi Breves appears in
Hans Peter Schanzlin ed. Johann Melchior Gletle Ausgewälte Kirchenmusik, (Basel: Bärenreiter-Verlag, 1959).
ii) All three Magnificat settings as well as the Nisi Dominus from the Psalmi Breves have been edited by Wim
Looyestijn and uploaded to CPDL (2019). iii) The Domine ad adiuvandum, Dixit Dominus, Laudate Pueri,
Laetatus Sum, Nisi Dominus, Lauda Jerusalem and Magnificat from the Psalmi Breves all appear on the
“Marienvesper” album recorded by the Collegium Vocale Lenzburg and Thomas Baldinger in 2005, suggesting
these works have also been edited. However, I have not been able to ascertain the existence of these scores.
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Chapter 1: About the Composer
Biography
Existing secondary literature containing anything more than superficial biographical information on
Gletle is patchy at best. The vast majority of modern music encyclopediae list nothing more than his
dates and place of employment. The absence of readily available information concerning Gletle is
perhaps epitomised by his entry in Die Musik in Geschichte und Gegenwart (MGG) which states,
‘Virtually nothing is known about the life of Gletle.’6 What little information we do know is fragmented
and documented in obscure German publications that are not easily locatable. This chapter owes much
to two previous studies. Adolf Layer’s foreword “Johann Melchior Gletles Leben und Wirken” to Hans
Peter Schanzlin’s edition of Gletle’s motets - Johann Melchior Gletle Ausgewälte Kirchenmusik, ed.
Hans Peter Schanzlin (Basel: Bärenreiter-Verlag, 1959) – establishes the basic facts and draws in
particular from documents at the Bayerisches Haupstaatsarchiv München. Franz Krautwurst, in a short
study found in Musik in Bayern (1991), expands on Layer’s work making use of further archival
documents. The following biographical account supplements the basic narratives of these two authors
with information drawn from a variety of additional secondary sources, mostly in German. Whilst I
cannot claim to have unearthed any new primary sources, it is my belief that the following account is
the most comprehensive to date. It is certainly the most comprehensive account in English.
Johann Melchior Gletle was born in July 1626 in the small town of Bremgarten, west of Zurich.
A baptismal register from the town gives us the names of his parents Jakob Gletlin and Margreta, nee
Knechtin and his Godparents Hans Melchior Binget, (whose name was given to the child) and Margret
Lorentzin.7 Gletle’s name first appears in the citizen register of his native city in 1639 (age thirteen),
which also records the death of his father in the same year. For a long time, scholars had been unable
to find evidence concerning Gletle’s education in the following years. The Bavarian historian Adolf
Layer conjectured that Gletle likely received his musical and other education from a Benedictine or
Jesuit order through a monastery.8 This has now been verified by the Bremgarten historian Eugen
Bürgisser, who can place Gletle, in 1641, as a Grammaticus (a student who obtained a proficiency in
classical languages) in the matriculation class of the Jesuit College in Fribourg, Switzerland (now
known as Collège Saint-Michel).9 What Gletle did during the following decade is still unknown. Whilst
his compositional style contains many parallels to that of the Italian master Giacomo Carissimi (16051674), the fact that Joseph Culley found no trace of Gletle at the Collegium Germanicum in Rome
(where Carissimi was based) suggests the influence was indirect, rather than the master-pupil
6

Beat A. Föllmi, “Gletle, Johann Melchior” in Die Musik in Geschichte und Gegenwart, ed. Ludwig Finscher,
Vol. 7, 2nd edn., (Stuttgart: Bärenreiter-Verlag, 2002), 1070.
7
Layer, “Johann Melchior Gletles Leben und Wirken,” VII.
8
Layer, “Johann Melchior Gletles Leben und Wirken,” VII.
9
Eugen Bürgisser, “Bremgarter Schüler an den Jesuitenkollegien Luzern, Freiburg und Solothurn in den Jahren
1574 bis 1773,” Bremgarter Neujahrsblätter, (1981): 22.
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relationship of his contemporaries Philipp Jakob Baudrexel (1627-1691), and Johann Kaspar Kerll
(1627-1693).10 However, as Layer notes, at the very least, Gletle can be considered ‘an indirect pupil
of Carissimi’.11 Whilst we cannot with any certainty place Gletle on the Italian peninsula, the style of
his music, Italianate to the core, follows that of his countrymen who, at the wishes of their patrons or
through their own curiosity, made the pilgrimage across the Alps in search of the stile nuovo.
On August 8, 1651 at the suggestion of the Cathedral Dean Johann Ulrich Schenk von Castell,
Johann Melchior Gletle was appointed as the organist of Augsburg Cathedral at just twenty-five years
age.12 Judging by the impressive list of his predecessors such as Servatius Roriff (15??-1593), Jacobus
de Kerle (1531/2-1591) and Christian Erbach (1568-1635), it can be concluded that this position was
one of some stature.13 Gletle’s first director of music while he was organist at the Cathedral was Ludwig
Theodor Bildstein. However, a few months after the inauguration of Gletle in early November 1651,
Bildstein resigned from his post in favour of Baudrexel. The appointments of Baudrexel and Gletle,
two gifted young men of almost equal age, not only heralded a new golden age for music at the
Cathedral but also highlighted it to be a centre for Italianate musical tastes. Nevertheless, their work
together was short-lived as Baudrexel asked to be relieved of his position to become a priest in the
Catholic parish of Kaufbeuren some two and a half years later.14
Two musicians applied to succeed Baudrexel in March 1654: the choir vicar at St. Moritz in
Augsburg, Johann Georg Mihlbueb and Johann Melchior Gletle. Both agreed to take over the boarding
and education of the choristers, however, Gletle also offered to continue providing services as organist
in addition to undertaking the job of Kapellmeister. After the Dean had personally negotiated with him,
on April 17, 1654, Gletle was appointed Kapellmeister (Director of Music) and Organist of Augsburg
Cathedral – a significant appointment as it was the first and last time the two jobs were amalgamated
in the church’s 1100-year history.15 This employment resolution of the Cathedral chapter contains some
noteworthy references to the duties and tasks of the organist and Kapellmeister at the Cathedral.
According to the Cathedral archives, Gletle was to ‘provide for the choirboys [using] his current wage,
teach the same in vocal and instrumental music (if good for this purpose), instruct them in contemporary
ways, also in good manners and, none the less play the organ and [direct the] music without

10

Thomas D. Culley, Jesuits and Music: A Study of the Musicians connected with the German College in Rome
during the 17th Century and of their Activities in Northern Europe (Rome: Jesuit Historical Institute, 1970).
11
Layer, “Johann Melchior Gletles Leben und Wirken,” XII.
12
BHSM 5562 (1651), August 8., cited in Layer “Johann Melchior Gletles Leben und Wirken,” VII.
13
Layer, “Johann Melchior Gletles Leben und Wirken,” XII.
14
Ernst Fritz Schmid, “Philipp Jakob Baudrexel (1627–1691),” in Lebensbilder aus dem Bayerischen
Schwaben. Vol. 2, ed. Götz Feiherr v. Pölnitz (München: 1953), 269–290.
15
Layer, “Johann Melchior Gletles Leben und Wirken,” VIII - XI. Evidently Gletle initially undertook the two
positions for the same salary. Only twelve years later in 1666 did Gletle ask for additional remuneration. "The
Kapellmeister (Gletle) is given 50 fl. additionally because of his humble request pointing out that he as
Kapellmeister and organist has been given 200 fl. salary, while before his time, this amount was given to each
of these positions and because he also fulfilled these positions with hard-working contentment.” BHSM 5575
(1666).
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complaining.’16 That the Kapellmeister was a good singer and that he could ‘govern the choir, compose
new works, and perform other functions attributed to the position satisfactorily’ were further
requirements of the Cathedral chapter. These requirements were subsequently asked of applicants who
succeeded Gletle and would certainly have been taken into account when Gletle was appointed.17
Soon after his initial appointment at Augsburg, Gletle married a Ms. Katharina Streitlin with
whom he had fifteen children - nine sons and six daughters. Though several children died at childbirth,
most grew up to hold prestigious and influential positions in a variety of different professions.18
Apparently, most of Gletle’s sons were musically gifted as several of them later became composers in
their own right. Another son, Franz Sebastian Gletle, assumed the position of Kapellmeister at the
Cathedral immediately following the death of his father. Gletle evidently oversaw the musical training
of his children; the Cathedral archives documenting the membership of several of his sons to the
Cathedral choir while he was Kapellmeister.19
Gletle’s contract required him to ‘compose new music ... that would give satisfaction’ in
performance at the Cathedral.20 Gletle’s first three published volumes of sacred music (op. 1, 1667;
op. 2, 1668; op. 3, 1670) were composed in rapid succession and were all dedicated to the masters of
the Cathedral chapter, a gesture for which he was always given a respectable ‘veneration’.21 The first
anthology of his motets, as well as several later compositions, is dedicated to a former canon of the
Cathedral: the Augsburg Prince-Bishop Johann Christoph von Freyberg-Eisenberg, who was an ardent
supporter of music and possibly financed the publications . Gletle’s fourth and fifth collections of sacred
music were published by Johann Jakob Schönigk in Augsburg in 1677 and 1681. Both volumes are
once again dedicated to von Freyberg. Both Gletle’s predecessor and successor as Kapellmeister at
Augsburg, Philipp Jacob Baudrexel and Johann Melchior Caesar respectively, also dedicated musical
works to von Freyberg.22
Gletle evidently maintained close relations with the Augsburg Jesuits throughout his time as
Kapellmeister as he sent his sons and choristers to the Jesuit College of St. Salvator. It is likely that
Gletle sent music to St Salvator for their annual school-plays, however, the names of the composers in
the surviving programs are only sporadically mentioned so this cannot be conclusively verified. Records
detailing the lists of high school students who performed with the school in Augsburg from 1662 to
1681 repeatedly mention Gletle’s sons. When his son Ignaz finished his studies in the summer of 1674
at the University of Dillingen, Johann Melchior Gletle sent the Dillinger Jesuits a new composition, a

16

BHSM 5565 (1654), March 11., cited in Layer “Johann Melchior Gletles Leben und Wirken,” VIII.
BHSM 5590 (1683), November 12., cited in Layer “Johann Melchior Gletles Leben und Wirken,” VIII.
18
BHSM 5564 (1653), August 11., cited in Layer “Johann Melchior Gletles Leben und Wirken,” VIII.
19
Layer, “Johann Melchior Gletles Leben und Wirken,” X.
20
BHSM 5590 (1683), November 12., cited in Layer “Johann Melchior Gletles Leben und Wirken,” XI.
21
BHSM 5576 (1667), June 22; 5577 (1668) May 14; 5582 (1674) August 25; 5583 (1676) December 23; 5588
(1681) September 17., cited in Layer “Johann Melchior Gletles Leben und Wirken,” XI.
22
Hans Peter Schanzlin, Johann Melchior Gletles Motetten (Bern: Schweizerischen Musikforschenden
Gesellschaft, 1954), 22-24; Schmid, 281.
17

5

hymn, which they noted in the acts of the University, was performed for the first time at the solemn
closing Mass on August 13, 1674.23
Gletle composed two volumes of secular vocal music in 1675 (op. 4) and 1684 (op. 8) which
were published in Augsburg by Andreas Erfurt and Jakob Koppmayr respectively. Layer suggests that
these volumes of music were fruits of associations with the court of the Prince-Bishop (von Freyberg)
and the Fugger family.24 There is no concrete evidence to affirm the existence of any sort of formal
patronage between Gletle and the Fugger family, however, I believe this to be likely for several reasons.
The Fugger family was a prominent group of European merchant bankers, members of the fifteenth and
sixteenth century patriciate of Augsburg, and one of the wealthiest and most influential families in the
whole of Europe at the time. Not only did they have the means to engage the services of talented
composers and musicians, but there is historical precedent for it, with composers such as Gregor
Aichinger, Johannes Eccard and Hans Leo Hassler all benefiting from the formal patronage of the
family.25 Unquestionably a special relationship between Gletle and the Fugger family existed as the
Countess Maria Jacobe Juliana Fugger was not only the namesake of Gletle’s fourth-youngest child,
but she was also named in the baptismal register as the godmother of his last three children.26
Furthermore, we know that she was at the very least appreciative of music if not a musician herself, as
her will records a veritable collection of keyboard instruments including a clavichord, a spinet and a
harpsichord. Irrespective of the precise nature of this relationship, in addition to his full-time work at
the Cathedral, Gletle undoubtedly occasionally took on additional duties with the Fuggers. In the estate
of Count Johann Franz Fugger, there is a record of two Sacred Songs/Masses in sixteen parts by Gletle
composed in the year 1669.27 This music corresponds to sections of the five-part masses in op. 3, which
were not printed by Andreas Erfurt in Augsburg until 1670.28 Thus, they were already available to the
Count before they were published, and it must therefore be assumed that he had commissioned Gletle
to write them or that Gletle had dedicated them to him before going to press.29
The dedications in Gletle's secular works corroborate the assumption that Gletle often visited
the residences of Count Johann Rudolf Fugger and von Freyberg on special occasions to oversee
performances of Tafelmusik (‘table-music’). The inscription preceding his op. 4 and op. 8 reads

23

Jos Anton Stegmeyr, “Acta Universitatis Dilinganae 1564-1715” in Studienbibliothek Dillingen. (Horgau:
1940), 677.
24
Layer, “Johann Melchior Gletles Leben und Wirken,” XIII.
25
Adolf Layer, "Augsburg" in The New Grove Dictionary of Music and Musicians, ed. Stanley Sadie and John
Tyrell (London: MacMillan, 2001), Vol. 2, p. 170; William E. Hettrick “Gregor Aichinger Cantiones
Ecclesiasticae” Recent Researches in the Music of the Baroque Era, Vol. 13 (Madison: A-R Editions Inc.,
1972), vii.
26
Layer, “Johann Melchior Gletles Leben und Wirken,” VIII.
27
Fürstlich und Gräflich Fugger Family and Foundation Archive, Dillingen, cited in Krautwurst, “Ein
unbekanntes Briefautograph Johann Melchior Gletles,” 80.
28
Répertoire International des Sources Musicales, A, G 2618, accessed October 9, 2019,
http://www.rism.info/index.php?id=31&L=0.
29
Krautwurst, “Ein unbekanntes Briefautograph Johann Melchior Gletles,” 81.
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(translated), ‘Elegant songs to be used as Tafelmusik and other cheerful interludes.’30 There is also
evidence to suggest that Gletle used members of the Cathedral choir to perform at such events –
evidence in the form of a payment order of the Cathedral Dean dating October 12, 1676, stating that
various members of the choir should ‘receive honor[arium] because of the royal dinner and other
celebrations yesterday.’ 31 It can therefore be concluded that the jocular songs contained in the secular
works of Gletle, as well as the compositions created for liturgical purposes, were examples of functional
but also popular music at the time. Hans Joachim Moser has pointed out that in the Swabian region,
Gletle, along with his contemporary the violin virtuoso Matthias Kelz, was a pioneer and undisputed
master of the Quodlibet - a popular form of secular vocal music that typically draws much of its thematic
material from pre-existing compositions. Gletle’s Quodlibets inspired a tradition in the region that was
continued by composers such as Daniel Speer, Johann Caesar, Leopold and Wolfgang Mozart, and
ultimately culminated in the publication of the Augsburger Tafelkonfekt by Valentin Rathgeber and
Johann Seyfert.32 Gletle also composed some instrumental music, including a significant collection of
thirty-six Trombeter pieces published in op. 4 for two Trumpet Marines - the earliest surviving original
compositions for (unaccompanied) trumpet duo.33
Gletle seems to have been repeatedly ill during the last years of his life. Already by October,
1670, he had to apologize to the Dean, ‘because of his long-lasting indisposition’, and had asked to not
be disgraced because of his absence from church that was caused by ‘sheer impossibility.’34 In the
epilogue to the fifth and final volume of his Expeditionis Musicæ Classis, he announces the publication
of other compositions, but at the same time, however, he does not venture anything ambitious,
presumably given his age and unstable health. Two years later on September 2, 1683, Gletle died at the
age of fifty-seven.35

Compositional Style
Italian attitudes dominated much of the musical thinking of this period.36 Tim Carter identifies three
main causes for the permeation of Italian music throughout Europe and beyond: the transmission of
music prints, musicians themselves crossing national boundaries (in various directions), and through

30

Layer, “Johann Melchior Gletles Leben und Wirken,” XIII.
BHSM 5583 (1676), October 12., cited in Layer “Johann Melchior Gletles Leben und Wirken,” XIII.
32
Hans Joachim Moser, Corydon: Geschichte des mehrstimmigen generalbassliedes und des quodlibets im
deutschen barock, Vol. 1 (Braunschweig: Liltoff, 1933), 58-67; Franz Krautwurst “Valentin Rathgeber OSB
(1682-1750)” in Fränkische Lebensbilder Vol. 14 (Neustadt/Aisch 1991), 141-161.
33
Franz Krautwurst “Trumscheit” in Die Musik in Geschichte und Gegenwart, ed. Ludwig Finscher, Vol. 7, 2nd
edn., (Stuttgart: Bärenreiter-Verlag, 2002), 1070; Cecil Adkins, "Trumpet Marine" in The New Grove
Dictionary of Music and Musicians, accessed October 9, 2019,
https://doi.org/10.1093/gmo/9781561592630.article.28494.
34
BHSM 5579 (1670), October 20., cited in Layer “Johann Melchior Gletles Leben und Wirken,” XIII.
35
BHSM 5590 (1683), September 3., cited in Layer “Johann Melchior Gletles Leben und Wirken,” XIV.
36
Donald Jay Grout and Claude V. Palisca eds., A History of Western Music, 6th ed. (New York: Norton &
Company Inc., 2001), 252.
31
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broader religious and cultural networks.37 Culture, and specifically music was a chief export of Italy
during this period, so much so that the Italians began to complain that ‘ships were laden with the spoils
of their libraries and that all their best aids to learning were carried away to the remotest north.’38
In the context of Gletle, Italy was the chief foreign destination for German nobles, and many
sought to emulate its art and culture on their return. There are numerous instances of German nobles
and institutions granting permission for composers in their employ to travel to Italy to learn their craft,39
to the point that, according to Schanzlin, every major musical centre in Germany had an Italian working
there by the end of the century.40 Of particular relevance here is the Collegium Germanicum in Rome
where Carissimi was the maestro di cappella from 1629 until his death in 1674.41 As I have previously
mentioned, Carissimi exerted a significant influence on the style of sacred music in Germany in the
seventeenth century, boasting an impressive list of students including Gletle’s contemporaries
Baudrexel and Kerll. In addition to the exchange of composers between countries, there was a growing
trend in the publication of Italian music within Germany; a trend in which Ambrosius Profe played a
central role.42 Further supporting Carter’s observation is evidence confirming the presence of Italian
manuscripts in Germany. Notably, Layer tells us of the existence of manuscripts by Carissimi and his
pupil Giovanni Battista Mocchi at Augsburg Cathedral at the time Gletle was Kapellmeister there.43
This Italo-Germanic nexus was the musical context in which Gletle developed his
compositional style. Lying on a major trade-route from Venice, Augsburg was especially well-placed
geographically to be influenced by the stylistic changes taking place in Italy.44 The fact that Gletle
worked at a Catholic cathedral created an additional link to the Catholic centricity of Italy, thus
affirming Carter’s observation concerning ‘broader religious networks.’ It is important to note that
though these stylistic developments took place in Italy around the turn of the century, it was only after
the Thirty Years’ War (1618-1648) that these developments really took hold in Germany.45 Augsburg
suffered greatly in the war losing approximately two-thirds of its population and considerable financial
losses as a result of the conflict took their toll on the music profession.46 As such, it took several years
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of economic regeneration to produce the resources that enabled support for music-making in the region.
These social factors help to explain why a lot of the music written in mid-1600s Germany is often some
forty years behind the musical developments that took place on the Italian peninsula.
Gletle’s sacred music output exhibits many characteristics of the ‘new style’. It can be said that
Gletle’s compositions occupy a position towards the end of the transition period from the ‘modality’ of
the Renaissance to the ‘tonality’ of the Baroque era (I use these words cautiously here for there are
clearly grey areas when trying to make such distinctions). All of Gletle’s sacred output contains a basso
continuo part (usually scored for organ and bass viol) which naturally provides a harmonic foundation
and structure characteristic of much of the music of the period.47 Adkins rightly observes that Gletle
also ‘demonstrates a penchant for unusual modulations’ and these abrupt harmonic shifts between
unrelated keys, however transient, demonstrate Gletle’s willingness to explore the stile moderno
idiom.48 This feature, though certainly present throughout the EMC2, is utilised to a greater extent in
his motet settings. This harmonic structure underpinned by the bass naturally lent itself to a musical
texture that was predominantly homophonic, which also conveniently facilitated the annunciation of
the text with the greatest clarity. Gletle was a chief proponent of the stile concertato (the interaction of
diverse musical forces) and through this was not only able to balance his music with colourful interplay
between instruments and voices, but also give the music structure and form through the use of various
contrasting textures.49 Venetian Cori spezzati textures, though present to various extents in all of his
works, are perhaps most clearly evident in his Litanies (op. 6), where the juxtaposition of tutti and soli
groups is used to great effect.
Gletle was his most experimental in his motets found in op. 1 (1667) and op. 5 (1681) of the
Expeditionis Musicæ Classis which exhibit an extraordinary combination of vocal and instrumental
textures.50 Stylistically, these compositions owe much to the works of the early monodist Lodovico
Grossi da Viadana and the motets of Carissimi. Violin obbligato lines feature prominently in Gletle’s
music: a feature indicative of the shift in the function of instruments in liturgical music more broadly
from that of doubling choral parts to possessing a separate and integral part of the musical argument.51
However, as Schanzlin rightly observes, when Gletle employs a fuller musical texture, the inner
instrumental parts (especially violas) tend to function as ‘harmonic filler’ rather than any sort of
obbligato line,52 reinforcing the concept of treble-bass polarity typical of the period.53 Gletle’s motets
are also notable for their form and the juxtaposition of contrasting sections of musical material.
47
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Containing elements of both aria and recitative, there is often no clear way of distinguishing these
sections other than changes of meter and tempi.54 However, the way in which Gletle achieved this
proved influential as this style of composition went on to contribute towards the genesis of the
seventeenth century church cantata.55 In his melodies, Gletle was clearly influenced by Carissimi: his
song-like phrases well suited to serving textual interpretation.56 The ubiquity of word-painting or
hypotyposis (as coined by Burmeister)57 in the motets especially is indictive of a conscientious effort to
construct a musical tapestry that served to chiefly illuminate the meaning of the text at hand. In
summary, Gletle’s composition style is the product of the time in which he lived. Whilst it contains the
vestiges of the Renaissance tradition, it ultimately demonstrates a keen sense of ingenuity, embracing
the stylistic changes that occurred in Italy at the beginning of the century and serves as an important
precursor to the work of the late Baroque masters.
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Chapter 2: Augsburg Cathedral
Over the course of the following two sections, I hope to provide information on the performance context
of the EMC2 through reference to the liturgical and musical practices of Augsburg Cathedral.

The Liturgy
Augsburg Cathedral is thought to have existed in its current location since the eighth century when
Charlemagne appointed Saint Simper as the Bishop of Augsburg in 778 AD.58 While the history of the
building is largely outside the scope of this dissertation, I mention this to asseverate the point that the
liturgical practices of this institution were the product of a significant historical tradition prior to
Gletle’s involvement. A lack of primary sources has resulted in historians being able to deduce very
little about the liturgical practices of the Cathedral before the sixteenth century. Fortunately, however,
there is ample evidence pertaining to the practices in the century prior to Gletle’s appointment. The
Council of Trent (1545-63) is well-known for catalysing the Counter-Reformation movement, however,
a less significant outcome which is of particular relevance here was the revision of the Breviarum
Romanum. Issued in 1568 by Pope Pius V, the ‘new’ Breviarum Romanum mandated a uniform set of
liturgical practices throughout the entire world-wide Catholic Church.59 Institutions could apply for an
exemption, but only if they could prove their liturgy to be at least 200 years old.60 The Augsburg rite,
dating back to the Carolingian era, easily qualified for this exemption and was consequently retained in
its original form upon the issuing of the new breviary. However, the publication of this new breviary
was to have an important impact on the liturgy of the Cathedral over the following decades.61
In spite of being granted this legal exemption, on May 24, 1597, Johann Otto von Gemmingen,
the then Bishop of Augsburg, mandated the adoption of the Roman Rite in the diocese of Augsburg.62
As Fisher notes, this decision was ‘a nod to the spiritual authority of Rome, and reflected the
increasingly centralized authority of the Papacy in the era of the Counter-Reformation.’63 However,
considerable confusion arose from this reform due to the opposition of its implementation generated by
the clergy and the Cathedral chapter. Leitmeir tells us ‘their resistance was so obstinate that von
Gemmingen conceded the publication of a supplement to the Roman missal’, the Proprium Augustanum,
which contained the ‘traditional proper texts for a number of regional feasts’ and was issued in 1597 and
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again in 1605.64 Fortunately for us, this idiosyncratic amalgamation of liturgies did not exist for very
long as we learn from the synodal statutes of 1610 that Bishop Heinrich von Knoeringen managed to
mandate the complete displacement of the Augsburg Rite by the Roman throughout the entire diocese:
[ ...] therefore, in order to eliminate irregularity in the divine service and in the ceremonies of the church,
it has been mandated that the Roman Missal and Breviary shall be used by all of our clergy, just as it has
been accepted by all others; likewise we have considered it necessary to revise the old Ritual in order to
bring it into agreement with the Roman Use as much as possible, so that the same order may be observed
in the administration of the sacraments, and in the other mystical rites [ritibus mysticis], just as in the
tones and figural singing [& in tonis ac figuris cantandi], which are customarily used in the divine
Office.65

The adoption of such a standardised liturgy makes it comparatively easy to re-create the
liturgical context in which psalms from Gletle’s EMC2 would have been performed some fifty years
later. Gletle helpfully indicates on the title page of the print that the psalms are designed to be performed
at vespers, though one might have deduced that anyway since all of the psalm texts in the EMC2 are to
be found within the bracket 109-150 (Vulgate): the cursus of psalms designated for recitation during
diurnal hours.66 The format of the vespers liturgy is relatively straightforward. The service began with
the incipit or invitatory consisting of the versicle ‘Deus in adjutorium meum intende’ and the response
‘Domine ad adjuvandum me festina’ taken from Psalm 69.67 The response was followed by a recitation
of the lesser doxology ‘Gloria Patri…’ and finally a communal ‘Alleluia’.68 Gletle’s vesper psalms,
like the more famous 1610 set by Monteverdi, includes three polyphonic settings of the response, which
if one looks at the repertory as a whole, is uncommon. With the present evidence at hand, it is unclear
if this response was always sung to polyphony at Augsburg. It is possible that Gletle composed the
settings simply to provide material for the odd occasion when this was required (presumably for use on
significant feast days).
The ensuing proper of the service consisted of the singing of five psalms, each bookended by
their liturgically appropriate antiphon. The process of contextualising Gletle’s psalms is made easier by
the fact that (as the print tells us) they were designed to be performed at Sunday vespers and feast days,
all of which have a specific cursus of psalms. By way of example, the Sunday cursus, which is the most
common, consisted of the following psalms: Psalm 109 (Dixit Dóminus), Psalm 110 (Confitebor),
Psalm 111 (Beatus Vir), Psalm 112 (Laudate Pueri Dominum), and Psalm 113 (In Exitu Israel).69
However, as Koldau notes, Psalm 116 (Laudate Dominum) often served as an unofficial substitute for
64
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Psalm 113 which helps explain why there are three settings of Psalm 116 and only one of Psalm 113 in
the EMC2.70 As Harper notes, ‘the texts of the Office antiphons were frequently drawn from the psalm
it framed or else from another scriptural source apposite to the season or feast’71 although in Paschal
time these were all simply ‘Alleluia’.72 A final observation worth noting here is the long-standing
tradition in Italy of substituting plainsong antiphons with polyphonic motet settings, organ music or
even instrumental pieces.73 The substantial number of short motets composed by Gletle would certainly
have provided suitable antiphon substitutes, though it is unclear whether this tradition existed at
Augsburg.74
Next followed the lesson or chapter and then a sung hymn, in between which a short versicle
and response was said. Arguably the most significant part of the service was the singing of the canticle:
the Magnificat (text taken from Luke I / 46-55). Part of the Ordinary of the service, the Magnificat is
also well represented in the EMC2 with three different settings. Like the psalms, the Magnificat was
book-ended by its own antiphons which changed daily according to the liturgical calendar. A period of
prayer followed the Magnificat after which the service concluded with a collect and conclusion.75
However, as Kurtzman notes, on the odd occasions where vespers was the last office hour of the day
(i.e. Compline was not sung), general rubrics suggested that one of the four Marian antiphons (Alma
Redemptoris Mater, Ave Regina Caelorum, Regina Caeli laetare, Salve Regina) should be sung at the
conclusion of vespers.76
For a rubric outlining specific details on the composition of a vespers service at Augsburg
Cathedral during Gletle’s time there, the reader should consult Appendix C.

The Music
Musical life at Augsburg Cathedral, as Gletle would have known it, commenced in 1561 with the
foundation of a permanent musical cantorate, facilitated by an endowment made in the will of a former
canon of the Cathedral Jakob Heinrichmann.77 The foundational ordinance for the cantorate provided
for a Kapellmeister, an organist, and a choir which consisted of six altos, six tenors, six basses, and
eight choirboys who sang the cantus part/s.78 The prescribed duties of the Kapellmeister in 1561 tell us
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much about the musical life of the Cathedral and contains many parallels to the fragmented evidence
concerning Gletle’s duties (see pp. 4-5):
He shall be learned, trained, and experienced in singing, and especially in figural singing […] He shall
at all times keep the boys or choirboys of our foundation with him in his house at his expense, and instruct
and train them in singing. He shall also diligently look after the choir-books, and draw the finest pieces
out of them and bring them together; these shall be sung on high feasts, each according to its proper time
[...]. He shall also exert himself at all times to compose new and good music, and provide it to embellish
the musical chapel.79

Initially, only chant and organ music was required at regular services at the Cathedral, sung polyphony
being reserved for feast days (which usually fell on a Sunday).80 The very existence of polyphony at
the Cathedral was primarily due to Cardinal Otto Truchsess von Waldburg, the Bishop of Augsburg
from 1543 until his death in 1573. Having sat on the Council of Trent, von Waldburg was renowned
for his stance against the abolition of polyphonic music from the liturgy and was an active patron of
music in Rome.81 Through this contact, Augsburg Cathedral and the Vatican established ‘intensive
contacts’ from the early 1560s which helps explain the predominance of Italian music at the Cathedral
in the early years of the music programme there.82
While the repertory of Augsburg Cathedral was ostensibly documented until the end of the
eighteenth century,83 despite the combined efforts of musicologists, it has not been possible to trace more
than a few scattered volumes from this collection - the majority of which are now kept at the Bischöﬂiche
Zentralbibliothek in Regensburg.84 However, some conclusions about the repertory can be drawn from
two other sources. Firstly, the records of the Cathedral chapter detail the purchase of specific
compositions intended for performance at the Cathedral as well as the hiring of professional external
singers and instrumentalists.85 Secondly, surviving repertories of Catholic parish churches in the
Diocese of Augsburg (especially The Basilica of SS. Ulrich and Afra) also shed light on the repertory.
From these three sources we can infer a gradual increase in the scope and quality of music at the
Cathedral, culminating in the performance of Venetian-style polychoral repertoire by composers such
as Gabrieli by the early seventeenth century.86 Here, we can see a direct antecedent to the music Gletle
was composing for the institution half a century later.

79

Alfons Singer, “Leben und Werke des Augsburger Domkapellmeisters Bernhardus Klingenstein,” (Ph.D.,
University of Munich, 1921), 33-34.
80
For a full list of these feast days, see Fisher, “Music in Counter-Reformation Augsburg,” 183-184.
81
Leitmeir, “Catholic Music in the Diocese of Augsburg c.1600,” 122.
82
Leitmeir, “Catholic Music in the Diocese of Augsburg c.1600,” 163.
83
Adolf Sandberger, “Bemerkungen zur Biographie Hans Leo Hasslers und seiner Brüder, sowie zur
Musikgeschichte der Städte Nürnberg und Augsburg im 16. und zu Anfang des 17. Jahrhunderts” in Denkmäler
der Tonkunst in Bayern, Vol. 5, pt. 2, (Leipzig: Gesellschaft für Bayerische Musikgeschichte, 1904), lix.
84
Leitmeir, “Catholic Music in the Diocese of Augsburg c.1600,” 126.
85
For a full list of documented music purchased by the cathedral see Fisher, “Music in Counter-Reformation
Augsburg,” 59-60.
86
Fisher, “Music in Counter-Reformation Augsburg,” 9.

14

Figure 1: The Augsburg Cathedral at Mass during the Council of the Diocese in 1610.
Painting by Thomas Maurer in the Choir Sacristy of Augsburg Cathedral, reproduced from Denis A. Chevalley
(ed.), Der Dom zu Augsburg (Munich: R. Oldenbourg, 1995), Pl. 250. Photo by Eberhard Lantz.
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The period between 1600 and 1630 saw a great expansion in instrumental music at the
Cathedral. By 1609, the Cathedral had two professional cornettists in their employ whose duties
included not only performing for services, but maintaining the musical instruments owned by the
Cathedral and for teaching suitable choirboys to play various wind and string instruments.87 From 1601
until the 1630s, the Cathedral obtained numerous instruments on at least fifteen different occasions,
including trombones, dulcians, regals, and string instruments.88 In May of 1628 alone the chapter
approved payments for a ‘large bass violin’ (grosse Pasfigeigen) and ‘two dulcians from Venice.’89
It is clear that the Thirty Years’ War affected the music at Augsburg Cathedral just as much as
it did every other facet of life in the region at the time. Christian Erbach, one of the finest organists of
his generation, was dismissed from his post Augsburg in 1635 due to a lack of funds.90 When Gletle
took up the post of organist in 1651, (the war having finished only three years prior) the Cathedral was
still very much recovering from the financial and cultural loss inflicted by the conflict.
Layer is able to provide us with a detailed description of the choir with which Gletle worked
during his time at the Cathedral, which evidently underwent various structural changes vis-à-vis the
ensemble of 1561. Just as they had done in 1561, the choirboys lived with the Kapellmeister in the city.
However, following the War they were often sourced from outside the environs of the city, some coming
from as far away as Italy. Their audition was taken by the Kapellmeister and their position at the
Cathedral decided by the chapter. During their membership of the choir, the choirboys usually attended
the College of St. Salvator in Dillingen, after which they often received a scholarship for the rest of
their schooling. A second group known as ‘Marians’ comprised of four musically gifted older students
who stood and sang next to the choristers. Upon their voices changing, Marians usually sought a
Chorivikar position (equivalent of a lay clerk) which were quite competitive given their substantial
benefits.91 This necessarily meant that the Chorivikars were excellent musicians, a notable alumnus
being Gregor Aichinger.92 It is also worth noting here that while the Cathedral certainly employed
professional instrumentalists, the accompanying instruments in the Cathedral were frequently played
by choirboys or various other members of the choir.93 With the choir alone numbering between twenty
to thirty singers, even in this post-war era, Gletle had a significant amount of responsibility in his job.
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It is particularly unfortunate that an inventory concerning the repertoire and instruments owned
by the Cathedral, thought to have been written by Gletle at the end of 1654, does not seem to have
survived.94 Evidently some of the instruments owned by the Cathedral in the mid-1630s had been sold
or destroyed throughout the course of the War, as there is a record of Gletle needing to borrow
instruments from the nearby Holy Cross Church until he had ‘an instrument for beating’ [possibly a
harpsichord?] and ‘other things’ made.95 It is reasonable to assume that over the course of the
subsequent decades, Gletle managed to rebuild the collection of instruments owned by the Cathedral,
judging by the array of instruments for which he scored his compositions. With regards to the repertoire
performed at the Cathedral while Gletle was Kapellmeister, as I have already mentioned, it was a
requirement of the position that Gletle composed his own works for liturgical use at the Cathedral. In
addition to Gletle’s own compositions, we at least know of the existence of works by Gletle’s
predecessor Baudrexel in addition to works by Carissimi, Kaspar Kerll and Mocchi in the Cathedral
library during his time as Kapellmeister.96 Without any extant inventories or choir books it is impossible
to accurately summarise the nature of the repertoire, however, what evidence we have certainly
indicates a strong Italian orientation of the music at Augsburg. Notwithstanding the detrimental impact
of the Thirty Years’ War, it is plain to see that even in the time of Gletle, Augsburg Cathedral
represented a significant centre of musical excellence in the region.
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Chapter 3: The Expeditionis Musicæ Classis II
The Expeditionis Musicæ Classis II is a collection of sacred music composed by Johann Melchior
Gletle, printed in Augsburg in 1668 by Andreas Erfurt. The title page reveals the EMC2 to be a
collection of thirty-six psalm settings and three Magnificat settings, scored for five voices and
instruments, intended for performance at vespers at Augsburg Cathedral. An especially notable feature
of this volume is the way Gletle categorises his psalm settings into three groups: short, shorter and
shortest. A discussion on this will follow in subsequent sections of this dissertation. All three groups of
Gletle’s op. 2 include the text from Psalms 109-112, 116, 121, 126, and 147, the ‘Domine ad
adiuvandum me festina’ (Psalm 69/2), and the Magnificat (Luke I / 46-55). Credidi (Psalm 115) appears
twice, while the other psalms (113, 125, 127, 129, 131, 137, and 138) appear only once in the collection.
The psalm texts are always reproduced in their entirety and are followed by the usual ‘Gloria Patri’
doxology.
The ensemble consists of five solo voices (Cantus I, Cantus II, Alto, Tenor and Bass), a chorus
containing the same voice parts and an accompanying instrumental group scored for Violin I or
Cornetto I, Violin II or Cornetto II, Viola I or Trombone I, Viola II or Trombone II, Bassoon or Bass
Trombone and Basso Continuo (organ and violone). The ensemble remains consistent throughout the
volume with the exception of three numbers of the Psalmi Brevissimi (Confitebor, Laudate pueri &
Nisi Dominus) in which the vocal chorus does not participate. Additionally, in two of these
compositions (Confitebor & Laudate pueri), both viola/trombone and bassoon/ bass trombone parts are
omitted.

The Print
Like all other sacred music publications of the period, the EMC2 was printed as a collection of
individual partbooks (the original manuscript parts are presumed lost). According to RISM there is only
one extant complete set of all seventeen partbooks which now resides in the Zentralbibliothek in Zürich.
The surviving copies of this print are represented in the table below.97
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Figure 2: Extant prints of the Expeditionis Musicæ Classis II

Library

City

Zentralbibliothek

Zürich, Germany

Bibliothèque de Genève

Geneva,
Switzerland
Frankfurt,
Germany

1

Ottobeuren,
Germany

16

Archives départementales
du Haut-Rhin
Bibliothèque nationale de
France

Colmar, Germany

1

Paris, France

16

Biblioteka Jagiellońska
Biblioteka Uniwersytecka,

Kraków, Poland
Warcław, Poland

1
12

Musik- och
teaterbiblioteket

Stockholm,
Sweden

16

Universitätsbibliothek
Johann Christian
Senckenberg
Bibliothek
Benediktinerabtei
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Parts
S I, S II, A, T, B
vl I, vl II, a-vla, t-vla, vlne, fag, org
Rip: S I, S II, A, T, B
T (rip)
S I, S II, A, T, B
vl I, vl II, a-vla, t-vla, vlne, fag, org
Rip: S I, S II, T
S I, S II, A, T, B
vl I, vl II, a-vla, t-vla, vlne, org
Rip: S I, S II, A, T, B
t-vla
S I, S II, A, T, B
vl I, vl II, a-vla, t-vla, vlne, fag
Rip: S I, S II, A, T, B
org
S I, S II, A, T
vl I, a-vla, vlne, fag
Rip: S I, S II, T, B
S I, S II, A, T, B
vl I, vl II, a-vla, t-vla, vlne, fag
Rip: S I, S II, A, T, B

For this research project, I have predominantly referred to the set in the Bibliothèque nationale de
France, available digitally via Galica and IMSLP.98 This set of parts represents the equal-second most
complete extant print of the EMC2, the only parts missing being the organ part along with the final two
pages of the violone part which omits part of the In exitu and the entire Magnificat of the Psalmi Breves.
The Bibliothèque nationale de France catalogue website notes that this particular set of parts was
originally purchased by Sébastien de Brossard (1655-1730) – the well-known music theorist, composer
and collector who was the chapel master of Meaux Cathedral, Paris from 1698-1715.99
Very little is known of the printing ventures of Erfurt. Having moved to Augsburg sometime
during the course of the War, his activities have never been comprehensively studied. RISM records
only two published prints: the 11th (1655) and 12th (1675) editions of Gumpelzhaimer’s Compendium
musicae.100 Clearly this data is incomplete as it fails to mention both the op. 1 and op. 2 of Gletle that
Erfurt published. Dagnar Schnell notes that Erfurt also published works by G. Schmezer, Gottfried Aich
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and Augustin Grieniger.101 Given the close proximity of these composers, Erfurt’s inclusion in The
Norton/Grove Handbook in Music Printing and Publishing as a ‘major composer of the Catholic South’
is therefore fitting, but also indicative of the fact that his outreach was not particularly widespread.102
He published Catholic music by Southern German composers for Catholic institutions in Southern
Germany. Thus, it is of particular interest that prints of Gletle’s EMC2 were disseminated to such a
large extent across continental Europe, given the relative anonymity of both the composer and
publisher. This will be discussed in greater detail in the following section.

The Düben Collection
The existence of music from the EMC2 in the Düben Collection deserves a special mention in this
study. The so-called ‘Düben Collection’ refers to a comprehensive set of music manuscripts and prints
housed in the library of Uppsala University, Sweden. The collection was compiled by Gustaf Düben
(1628-1690) over the course of a lifetime, but primarily during his tenure as Kapellmeister at the
Swedish court (1663-1690). Donated to the university by the Düben family in 1732, the collection
contains some 2200 compositions represented in over 3000 manuscripts and is widely regarded as one
of the most important sources of seventeenth century European music. Thanks to The Düben Project
team, almost all of this collection has been digitised into a virtual meta-data catalogue and is freely
accessible online.
A search of this catalogue reveals the existence of thirty compositions by Gletle in the
collection. Twenty-two of these works are preserved in an anthology manuscript, (Vmhs 84:70-91)
which is notated in German organ tablature and estimated to have been compiled sometime between
1676-77. Musicologist Bruno Grusnick identifies the handwriting in the volume belonging in part to
Düben himself, as well as one of his assistants who copied all twenty-two of the works in the volume
from the 1668 EMC2 print. The same volume also contains three works by Erasmus von der Mihl,
copied from a print of his Psalmodica Davidica, published in 1674. In addition to the Vmhs 84:70-91,
the collection contains an assortment of handwritten parts from eight of the vespers psalms from the
EMC2, including a complete set of parts for the ‘Dixit Dominus’ in the Psalmi Breviores, and the
‘Beatus vir’, ‘Laetatus sum’ and ‘Lauda Jerusalem’ from the Psalmi Breves.103 Among these eight sets
are parts for the ‘Confitebor’ and ‘Laudate Dominum’ from the Psalmi Breves which are complete save
for the viola and bassoon parts, thus inviting discussion regarding how essential these instruments were
to the performance of these works.
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Juliane Peetz puts forward a very compelling argument for Düben using volumes of this type
as a conducting score while he directed from the keyboard.104 This being the case, it is interesting to
note that Düben chose to omit the lower three instrumental parts in every single psalm setting in his
book. Given that he had access to a full set of the prints of the EMC2 at the German Church in
Stockholm where he concurrently served as Kapellmeister, the omission of these parts in his tablature
book was clearly not borne out of necessity but rather done by choice. The existence of this set of prints
at the church does not of course necessarily mean that they were frequently performed there. However,
Holst rightly points out that that since eight of these psalms were copied and handwritten onto
manuscript it is highly suggestive of them being performed with a degree of regularity at the royal
chapel.105 Why then were these parts excluded? Schanzlin notes that Gletle overtly favoured the use of
two melodic instruments, the middle instrumental voices serving as an harmonic filler and ‘rarely
emerge independently.’106 Given that the removal of these parts does not greatly alter the structure of
these compositions, their absence from the Düben collection makes it seem highly likely that
performances were given without instruments playing these parts.
Conversely, the comparative ubiquity of violin parts in the collection says something of the
importance with which Düben regarded these parts. However, a far more interesting observation to
make is that there are numerous examples of Düben’s manuscript copies of the string parts containing
musical material with obvious departures from the music appearing in the EMC2 print. By way of
example, I have included in the appendices a score of the Dixit Dominus from the Psalmi Breviores
using sources found in the Düben Collection.107 A comparative analysis reveals systematic changes in
melodic lines from those prescribed in the original print, especially in the Violin I part. The degree of
divergence from the original music certainly precludes the possibility of this simply being a matter of
copyist error. Why then was this done? Throughout the transcription process of this volume of music,
it became apparent to me that there were numerous instances of rather poorly conceived part-writing
with respect to voice-leading and the voicing of chords.108 However, these problems were almost
exclusively restricted to the (non-continuo) instrumental parts in such a fashion that there is actually
quite a marked difference in the quality of the writing between the vocal and instrumental parts. This
was evidently not lost on Düben, given that he either rewrote these parts or simply did not perform them
at all. The most obvious explanation for this is that Gletle did not actually compose the instrumental
parts himself but rather delegated the completion of them to somebody else. One possibility is that
Gletle assigned this task to an apprentice and/or student as several of his contemporaries were known
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to have done. Another more likely possibility is that Gletle sent manuscript copies of the vocal and
continuo parts to Erfurt with the instruction that the publishing house add instrumental parts to the ones
he had already written to complete the score. While both of these propositions offer an explanation for
the discrepancy in the quality of the part-writing, in the absence of any sort of original manuscript, this
of course remains entirely within the confines of an educated guess. Nonetheless, I feel it is an
observation worth making in the context of this dissertation.

Functional Music
The following section is devoted to collating evidence which supports the notion of the EMC2 being a
collection of what I shall call ‘functional music’. In the context of this dissertation, I use the term
‘functional music’ to refer to a type of musical composition of which the primary function is to simply
fulfil requirements prescribed by the liturgy of which they are a part, vis-à-vis other sacred music in
which more attention is paid to musical integrity than liturgical praxis. A primary feature of the EMC2
that lends support to the music falling into the former category is the manner by which Gletle has
categorised his psalms into breves, breviores and brevissimi (short, shorter and shortest). The use of
one of these terms to describe a volume of psalms is by no means revolutionary. Through the RISM
database (A1, single composer prints and A2, music mss.), I have been able to locate twenty-one such
volumes of music. Of those, two volumes delineate differences in the length of compositions therein:
Isfrid Kayser’s Psalmi longiores et breves in Vesperas de Dominica (1746) (dealing with psalms of
long and short duration) and J. V. Rathberger’s Vesperae (1738) which although containing ‘breviores
& brevissimi’ in the title, actually refers to parts of the music performed at vespers other than the psalms.
So, at face value, Gletle’s categorisation of his psalms in the EMC2 appears unique in the context of
similar compositions and is at the very least, ahead of its time.109 From the use of the terms ‘short,
shorter and shortest’ (cf. long, longer and longest) it can be concluded that at the outset of writing these
compositions, they were predetermined to function as a musical means of reciting the text of the Psalms
during the liturgy of vespers and not of the grand musical spectacle of, for example Monteverdi’s
Vespro della Beata Vergine (1610).
Further supporting evidence for this notion can be found in the fore-matter of the print itself:
‘These works should not be in the least challenging and have been created to be used with other psalms,
which are sometimes greater in length, when a shorter work is required.’110 From this quote, one can
gather that Glelte himself did not intend these works to be particularly musically complex but rather
have been conceived such that they provide contrast with other psalm settings, perhaps more similar to
that of Monteverdi’s aforementioned collection. Without the inventory of compositions performed at
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Augsburg, it is difficult to conjecture what other settings the EMC2 might have been performed with.
Notwithstanding, Schanzlin’s observation of the similarity between the EMC2 and Baudrexel’s Psalmi
Vespertini de Dominica (1668) make this a likely choice for the pairing of repertoire.111
A cross-check of the vesper psalms listed in the index of the EMC2 with the psalm texts
required for various feast days and in ordinary time reveal that one could actually perform a vespers
service using music only from the EMC2 for any Sunday or feast day in the liturgical year. This fact
alone is quite significant as volumes of this type were usually augmented with other settings of more
unusual psalm texts in order to complete the relevant cursus.112 Moreover, upon examination, the way
in which Gletle actually ordered the psalms in the EMC2 is well thought out and corresponds not only
with the order in which they appear in the liturgy but also largely with the ubiquity with which they
would have been performed. By way of example, the Domine ad adjuvandum is always the first item
in each set (being the opening response of the vespers service). The psalms themselves follow, and each
section concludes with the Magnificat (the final sung part of the liturgy in the absence of a motet). The
very inclusion of the Domine ad adjuvandum and the Magnificat says something of the usefulness of
this volume (both not being vesper psalms per se) and supports Kurtzman’s observation regarding the
increasing diversity of liturgical music within ‘Psalm’ publications in the early seventeenth century.113
With regards to the ubiquity of performance, within the psalm settings, the Sunday cursus (see p. 12)
always appears at the beginning of each section (again in liturgical order) and the remaining psalms
appear in order of frequency.114 The frequency with which the same setting of the Psalm text appears
in the EMC2 also corresponds to the frequency of the use of the text in the liturgy. The exception to
this rule is the presence of three settings of Psalm 121 (Laetatus sum) and Psalm 126 (Nisi Dominus)
which only appear within the ‘female cursus’. As Dixon notes, these two psalms were often ‘included
with a frequency vastly out of proportion with the regularity of the occurrence in the liturgy’ and can
only be explained by the popularity of Marian feasts in Catholic liturgy of the time.115 In summary, this
is a volume of music that was clearly written with the assumption that its contents would be performed
regularly and would be useful for a multiplicity of liturgical feasts. However, while the EMC2 is
certainly a ‘useful’ collection of music with readily apparent practical applications, it is still clearly
music of the highest quality.

Style
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It would be useful at this point to comment on how exactly Gletle demarcated his three groups of psalms
in the EMC2. An obvious method by which to alter the length of the psalms would be to simply adjust
tempi accordingly and it is probably because of this that Gletle is at great pains to point out in his
dedication that:
They are so named because of the continuous series of the text, not because they should be sung in a
rapid or more accelerated tempo. Rather, they require a set and slow time measurement, especially the
first and the middle psalms.116

So, whilst there might be scope for performing the Psalmi Brevissimi slightly faster than the psalms in
the previous two sections, tempo is generally constant throughout the volume. Consequently, the chief
way in which Gletle is able to delineate between these groups is through text-setting. Dixon notes, ‘The
main difficulty confronting the composer of psalm-settings is the length of the texts since, while the
motet usually treats only one or two verses, the service of vespers requires entire psalms to be set.’117
In the sixteenth and early seventeenth centuries, this problem was often overcome by composers only
setting alternate verses of psalms to music with the rest being chanted to plainsong or falsobordone.118
Gletle, however, overcomes this issue by adopting a concise musical style with an emphasis on syllabic
writing. Musically speaking, this manner of text-setting results in a style comparable to the stile
concitato coined by Monteverdi in his Madrigali guerrieri ed amorosi (1638) and is manifested in the
form of sequential semiquaver figurations.119 Syllabic writing is employed to varying degrees between
the three groups of psalms. While syllabic writing is certainly employed in the ripieno sections of the
Psalmi Breves, there are numerous instances of melismatic writing in the solo passages. By comparison,
the Psalmi Brevissimi contain comparatively far less solo writing and much more syllabic text-setting.
A technique frequently employed by Gletle in the Psalmi Brevissimi, which aids the process of creating
shorter musical compositions, is having multiple parts sing different lines of text simultaneously. It is
the change in text-setting that helps to delineate the different psalm settings most clearly. A final point
of note is that while all of the psalm settings of the Breves and Brevissimi groups appear in common
time (C) save for momentary departures into 3/2, all of the Psalmi Breviores appear in their entirety in
3/2. I have not been able to deduce any logical explanation for this pattern.
Given that the overriding concern of psalm-setting was to cover the text briskly, the musical
variety that Gletle achieved in these settings is notable and deftly avoids, as Dixon puts it, ‘a pedestrian
subservience to the words.’120 One of the chief ways in which Gletle achieves this variety is through the
frequent use of the stile concertato. As I have previously mentioned, this style involves the interaction
of diverse musical forces. Structurally, the psalms exhibit vestiges of the aforementioned alternatim
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psalmody whereby the ripieno chorus frequently alternates with a single solo voice or soli group in the
singing of the verses. With regards to the instrumentation of the soli sections, Schanzlin notes:
Frequently ‘Cantus I’ and ‘Cantus II’ are coupled together [as are] the alto and the tenor part[s], while
the solo bassist is usually only heard alone. The parts of the vocal solos are either accompanied by the
continuo alone or by individual groups of instruments, the composer distinguishing between a higher and
a lower instrumental choir.121

The opening thirty measures of the Beatus vir from the Psalmi Breves provide an excellent example of
Gletle’s varied instrumentation. The piece commences with the full ripieno chorus in the first nine
measures, before launching into a Cantus I and II duet with basso continuo accompaniment. In M. 15,
the following phrase is heard as a bass solo, this time accompanied by continuo and two violins. After
an ensuing ripieno section MM. 20-24, we have an Altus and Tenor duet accompanied by continuo, and
the lower three instrumental parts. Gletle’s penchant for this style of writing is a hallmark of the EMC2
and clearly affirms the influence of Italy on music of the period.
In the polyphonic vesper psalm of the sixteenth century, it was not uncommon for composers
to use the distinctive melodic inflections of the psalm tones as the basis for their settings.122 I have not
been able to identify any examples of Gletle employing psalm tones in the EMC2 which supports
Kurtzman’s observation that, ‘most composers by the early seventeenth century paid rather limited
attention to the psalm tone if they used it at all.’123 The absence of psalm tones notwithstanding, the
psalms in the EMC2 still exhibit the chordal style originating in the harmonisation of psalm tones. This
is particularly noticeable in the ripieno sections of the music which Schanzlin notes, contain ‘a more
unassuming and simplistic effect on melody, harmony and rhythm.’ This is in stark contrast to solo
sections which consist of much more virtuosic vocal writing akin to that of Italian psalmists Luca
Conforti and Francesco Severi.124 In short, whilst the EMC2 certainly owes much to the Italian
concertato style, the fusion of anachronistic musical elements typical of sixteenth century psalmody
with more modern elements, creates a style of composition that is not easily compartmentalised. Rather,
Gletle’s vesper psalms are the product of the cosmopolitan nature of Southern Germany in the midseventeenth century and serve as an example of the highest quality music from the period.
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Chapter 4: Performing Gletle’s Music
Editorial Methods and Notes on Performance
Note Values. Gletle follows quite strictly the system of mensural notation dating back to the fourteenth
century that had begun to transition into modern notation. There are two exceptions where I have altered
the original notation. The final chord of every psalm in the EMC2 that is not followed by a rest, finishes
with a ‘long’ or a ‘maxima’ - both of which appear with a fermata marking. For ease of notation, I have
opted simply to notate these as a semibreve with a fermata. The precise length of these chords is left to
the discretion of the conductor who should be expected to determine an appropriate length based on
factors such as acoustic and ensemble, specific to the context in which the music is being performed.
The other exception is in instances where Gletle has opted to use coloratio (the blackening of notes).
In technical terms, this results in a blackened note losing one third of the duration it would have
occupied if it were ‘unblackened’.125 Coloratio notation is only found in bars in 3/2 time and is restricted
to one note value which resembles a stemless crotchet. Given that the 3/2 sections have major prolatio
(that is to say three minims to the semibreve), the effect of this notation results in these note values
being two minim beats in length (two-thirds of the value of a whole note in 3/2) and they are essentially
used to denote a semibreve in this meter. These notes have simply been converted to semibreves in the
accompanying edition.
Meter & Tempo. It has already been mentioned that all of the psalms in the Psalmi Breves and Psalmi
Brevissimi are notated in common time, while the Psalmi Breviores are all in 3/2. There are four psalm
settings in the volume that contain changes of meter within individual movements from C to 3/2: Dixit
Dominus, Beatus vir, Magnificat (Psalmi Breves) and the Magnificat of the Psalmi Brevissimi. As these
momentary changes of meter only last on average for around eight measures, it becomes necessary to
establish a convention with respect to the tempo relationships between sections. To keep consistent
durational note values between these changes of meter is stylistically incorrect.126 Treatises of the time
tell us that by convention, when C is superseded by 3/2, a diminution by two-thirds is introduced.127 In
practical terms, what this means is that if crotchet = 90 in C, then the appropriate change in tempo to a
3/2 bar would be minim = 135. Gletle gives hardly any indication of tempi in the EMC2, the only
markings being the word grave which appears underneath the Domine ad adiuvandum of the Psalmi
Breves and Psalmi Brevissimi and the words adagio è grave which appear below the same movement
of the Psalmi Breviores. The only other indication of performing tempi provided in relation to the
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EMC2 is found in the dedication of the print. In addition to the information presented on p. 23 of this
dissertation, Gletle tells us, ‘it is by no means forbidden to sing the last [Psalmi Brevissimi] a little bit
more agitated.’ Performers should therefore be encouraged to take the last set of psalms slightly faster
than the previous two sets.
Barring. The barring present in the EMC2 is seemingly random. I have re-barred the psalms in this
edition such that they adhere to maxims of modern notation – that is to say, all bars within the same
meter contain an equal number of beats.
Accidentals. The absence of consistent barring in the original print clearly has implications for
accidentals. From what I can deduce, the accidentals that appear in the EMC2 print refer only to a single
note, though sometimes they apply to immediate repetitions of that note. This edition preserves all
original accidentals irrespective of modern rules, except for consecutive notes. When there is any
ambiguity or inconsistency with other parts, an editorial accidental is added which appears in brackets
in the score. Flat symbols have been editorially changed to natural symbols where appropriate without
notice.
Text. The spelling in this edition has been preserved from the original print, however, individual
misprints have been corrected without notice. The punctuation is modern (editorial). In the print,
repeated phrases are often indicated with the conventional sign ij; the word ‘et’ is frequently substituted
for the ampersand symbol; and contractions are indicated with the symbol ~ which appears over
consonants where there has not been enough room to present the word in full. In all such instances, the
text has been written out in full without notice.
Bass Figures. The Violone and Organ parts of the EMC2 are reasonably well-figured though there are
clearly some implicit conventions which did not require additional figures at the time. For the
convenience of the performer, full figuring has been added to reflect these conventions. 6/3 and 6/4
chords are rarely noted in the parts and have been added editorially where appropriate without notice.
Similarly, in situations where there is no figuring, major thirds have been indicated in V – I cadences
in this edition without notice. Once again, flat signs have been replaced by natural signs where relevant.
Pitch. No information is presently available.128
Voices. The modern classification of voices as soprano, alto, tenor and bass is not helpful for performing
music of the sixteenth and seventeenth centuries. Church music was generally notated in four different
clefs, now known as soprano (C1), alto (C3), tenor (C4) and bass (F4) – the abbreviations denote the
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line on which the clef and the note in question are centred.129 This is also true of the EMC2, both cantus
parts appearing in the usual C1 clef. In the context of Augsburg Cathedral, we know that boy trebles
would have sung the cantus parts, probably a mixture of young adult and older male voices the alto part,
and tenor and bass parts sung by their eponymous parts. In this edition, for ease of performance, the
cantus and alto parts appear in the modern G2 clef, the tenor in G2 tenor clef and the bass appears as it
does in the original in its F4 clef.
Instruments. There is a wide variety of instruments stipulated in the accompanying ensemble of the
EMC2 which largely reflects the considerable inventory at Augsburg Cathedral at the time. As I
mentioned in Chapter 3, these parts are scored as follows: Violin I or Cornetto I, Violin II or Cornetto
II, Viola I or Trombone I, Viola II or Trombone II, Bassoon or Bass Trombone and Basso Continuo
(organ and violone). Taken at face value, the nomenclature of the parts does not allow for the possibility
of doubling (for example, Violin I and Cornetto I). This notwithstanding, Collegium Vocale Lenzburg
and Abendmusiken Basel in their respective recordings of the Magnificat from the Psalmi Breves ignore
this marking, doubling the instrumental parts to great effect. Prospective performers should be warned,
however, of the tuning difficulties associated with this decision. It goes without saying that the brass
and woodwinds parts (if played) refer to instruments of the Baroque and not their modern counterparts.
It seems odd for the lowest non-continuo part not to contain a member of the string family, so my
recommendation is that this be performed by a viol da gamba or cello irrespective of whether a bass
trombone or bassoon player is available. The addition of a theorbo to the continuo group is most
welcome and in keeping with practices of the time.

Critical Notes
Variants in the 1668 print are logged against the present edition and are reported in the Critical Notes.
Readings in which the primary source differs from the edition are readings in which the primary source
has been emended. The following abbreviations are used: Vln = violin, Vla = viola, Fag = bassoon, BC
= basso continuo, S = soprano, A = alto, T = tenor, B = bass. Divisi parts are distinguished by Arabic
numerals e.g. Vl 1. Pitches are indicated in accordance with the Helmholtz system, wherein c’ = middle
C, c’’ = the C above middle C, and so forth.
Psalmi Breves
Dixit Dominus
M.2 Vln 2 note 6 edited from f’’ to f#’’. M.11 Vln 1 note 5 & 10 edited from f’’ to f#’’. M.28 Vln 2
note 3 changed from c#’’ to e’’ to avoid diminished 4th. M.28 Vln 1 note 2 changed from a’’ to c#’’ as
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a result of alteration to Vln 2 part. M.39 Vln 1 note 2 & 3 changed from f’’ to a’’ to avoid augmented
2nd.
Confitebor
M.37 Vln 1 note 4 edited from d’’ to e’’ to match Vln 2 part. M.46 Vln 2 note 7 edited from g’ to b’ to
avoid augmented 2nd.
Beatus vir
M.3 Vln 2 note 5 edited from d#’’ to b’ to avoid augmented 2nd. M.3 Vla 1 note 4 & 5 changed from
f#’, c’ to d#’, e’ as a result of Vln 2 alteration. M.9 Vla 2 note 2 edited to f# to match T. M.15 S 2 note
1 edited to minim to match with S 1 (notated as crotchet). M.16 Vln 2 note 6 edited from g#’ to b’ to
avoid diminished 4th. M.16 Vln 1 note 6 edited from b’ to g#’ as a result of alteration to Vln 2 part.
M.17 BC erroneous 6 figure over note 5 deleted. Substituted for #4, 2. M.34 S 2 note 3 corrected to
minim (notated as crotchet). M.34 Vln 2 note 3 edited from d’’ minim to d’’, c’’ quavers, b’ crotchet.
M.37 Vln 1 note 2 changed from f’’ to a’ to avoid augmented 4th. M.38 Vln 1 note 1 edited to minim to
match soprano parts. M.38 Vln 2 note 1 edited from crotchet to minim to match soprano parts. M.51
Vln 1 note 5 changed from f’’ to a’’ to avoid augmented 2nd. M.58 Vln 2 notes 6 & 7 edited from d’’ to
c’’ to match other parts. M.60 Vln 1 note 2 & 3 changed from c’’’, a’’ to a’’, c’’ to avoid diminished
4th.
Laudate pueri
M.12 S 2 note 1 extraneous ‘da’ syllable deleted. M.38 Vln 1 notes 8 & 10 edited from g’’ to g#’’ to
match other parts. M.39 Vln 1 note 5 changed from g’’ to b’ for voice-leading. M.39 Vln 2 note 5
changed from b’ to g’’ for voice-leading. M.49 Fag note 1 edited to crotchet to match other instrumental
parts (notated as minim).
Psalmi Breviores
Domine ad adiuvandum
M.10 Vln 1 note 4 changed from g’’ to b’’ to avoid augmented 2nd. M.11 S 2 note 1 changed from a#’
to c#’’ to avoid diminished 5th. M.11 S 1 note 1 changed from c#’’ to a#’ as a result of S 2 alteration.
Dixit Dominus
Extraneous bar of rest with a fermata symbol which appears at the end of the final bar of every part in
the print has been omitted. M.3 Vln 2 note 5 changed from d#’’ to f#’’ to avoid diminished 5th. M.27
Vln 1 rhythm altered from dotted crotchet c#’’, quaver f#’’ to minim f#’’. M.28 Vln 1 note 1 changed
from d#’’ fo f#’’ to avoid diminished 4th. M.28 Vln 2 note 1 changed from b’ to d#’’ as a result of Vln
1 alteration. M.28 Vla 1 note 1 changed from d#’ to b as a result of Vln 1 alteration. M.33 Vln 2 note 2
changed from b’ to d’’ to match Vln 1.
Confitebor
Extraneous bar of rest with a fermata symbol which appears at the end of the final bar of every part in
the print has been omitted. M.2 Vla 1 note 4 changed from g’ to d’ to avoid augmented 4th. M.2 Vln 2
notes 1, 2, 3 changed from d#’’ to b’ to avoid augmented 2nd. M.6 Vln 2 note 3 changed from d#’’ to b’
to avoid augmented 2nd. M.11 Vla 1 note 1 changed from c’ to c#’. M.13 Vln 2 note 5 changed from c’’
to e’’ to avoid augmented 2nd. M.14 Vln 1 note 1-3 changed from b’’, d’’, d’’ to f#’’, g’’, g’’ for voiceleading as a result of Vln 2 alteration. M.14 Vln 2 note 2 & 3 g’’ changed to d’’ to avoid diminished
4th. M.30 T g’ changed from semibreve to minim to match A. M.32 Vln 2 note 3 changed from c’’ to
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e’’ to avoid augmented 2nd. M.34 Vln 2 note 5 extraneous sharp sign deleted. M.37 Fag note 4 changed
from c to c# to match BC. M.38 T note 3 edited to g#’ from g’. M.39 Vla 2 note 3 c’ changed to c#’.
M.40 A note 2 edited from c’ to c#’. M.46 Vln 1 note 2 changed from d#’’ to f#’’ to avoid diminished
4th. M.47 S 1 note 2 changed from c’’ to c# to match other parts.
Beatus vir
M.13 S 2 note 5 changed from c’’ to d’’ to match S 1. M.17 T note 2 and 3 appear as dotted quaver,
crotchet. Rhythm corrected to dotted crotchet, quaver. M.33 Vln 2 note 1 & 2 changed from a’’ d’’ to
e’’ a’’ to avoid augmented 4th. Note 3 corrected from a’’ to g#’’ to fit with other parts. M.38 Vln 1 note
5 changed from c’’ to a’’ to avoid augmented fourth. M.38 Vln 2 note 5 & 6 changed from e’’ c’’ to
f#’’ e’’ to avoid augmented 2nd. M.38 note 6 changed from d’ to d#’’ to match other parts. M.41 Vln
2 note 5 corrected from f’’ to f#’’. M.51 BC erroneous figure 6 appearing over note 1 deleted. M.56 S
1 notes 2 & 3 changed from c’’ to c#’’ to match other parts.
Laudate pueri
M.8 A Slur between note 2-3 deleted. M.17 Vln 2 note 4 changed from f’’ to a’’ to avoid creating
augmented 2nd with following note. M.18 Vln 2 notes 2-4 changed from c’’ f’ c’’ to e’’ f’’ e’’ for voice
leading. M.20 Vln 2 note 5 changed from b♭’ to d’’ to avoid augmented 2nd with following note. M.22
Vla 1 note 2 corrected from f’ to f#’. M.33 T slur between note 5-6 added (melisma). M.36 B note 4
corrected to quaver (appears as crotchet in print). M.36 Vln 2 note 2 changed from f’’ to d’’ to avoid
diminished 4th. M.37 Vln 1 note 4 changed from c’’ to e’’ to avoid augmented 2nd. M.38 note 1 changed
from b’ to e’’ for voice leading. Notes 2 & 3 changed from e’’ g’’ to c’’ c’’ as a result of Vln 2 alteration.
M.38 Vln 2 note 2 & 3 changed from c’’ to g’.
Psalmi Brevissimi
Domine ad adiuvandum
Extraneous bar of rest with a fermata symbol which appears at the end of the final bar of every part in
the print has been omitted.
Dixit Dominus
M.3 BC figures indicate 6-5 on note 2 - editorially changed to 5-6 in accordance with upper parts. M.12
S 2 slur added on second pair of semiquavers to match S1 part.
Confitebor
M.8 T final quaver changed from c’ to b to avoid clash with A. M.18 Vln 2 first three notes changed
from eb’’ eb’’ f#’’ to d’’ c’’ d’’ to avoid augmented 2nd. M.18 Vln 1 second crotchet beat note changed
from a’’ to f#’’ to fill harmony as a result of alteration to Vln 2 part.
Beatus vir
M.2 final quaver f’ edited to f#’ in all parts. M.8 A note 4 changed f’ to f#’. M.25 Vln 2 note 2 changed
from b’ to d’’ to align with S 1 suspension & resolution.
Laudate pueri
M.6 A note 11 corrected from g’ to g#’. M.16 BC note 1 corrected from f to f#. M.24 BC note 2
suggested E major realisation despite different figure in M.23.
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Chapter 4: Performing Gletle’s Music
The Edition (pp.31- 92) is not included in this version of the thesis.

Conclusion
This dissertation has illuminated the life and work of the little-known Swiss German composer
Johann Melchior Gletle (1626-1683), and if deemed successful, will have revealed him to be a composer
of exceptional ability and certainly whose work is worthy of resurrection today. The core of this study
is a critical edition of his Expeditionis Musicæ Classis II (1668), a collection of concerted vesper psalms
assembled whist he was Kapellmeister at Augsburg Cathedral. Accompanying the edition is
comprehensive contextual essay dealing with: Gletle’s biography; the music and liturgy at Augsburg
Cathedral; aspects of the EMC2 print, including a bibliographical description and translation of the
Latin dedicatory letter; transmission and reception of EMC2, including the relationship with manuscript
parts in the Düben collection; and a discussion of the style of Gletle’s music and the possible influences
bearing upon this style.
Like so many other German composers of the time, Gletle owed much of his style of
composition to the Italians and the influence of Italian masters such as Carissimi, Monteverdi and
Grandi can be seen throughout his output. Gletle was a prolific composer, a master of his craft and
innovative in his systematic approach to providing functional, high quality music for the liturgy. It is
hoped that this dissertation might inspire others to look further at Gletle and his music.

93

Bibliography
Adkins, Cecil. "Gletle, Johann Melchior" in The New Grove Dictionary of Music and Musicians,
accessed April 17, 2019, https://doi.org/10.1093/gmo/9781561592630.article.11277.
-----, "Trumpet Marine" in The New Grove Dictionary of Music and Musicians, accessed October 9,
2019, https://doi.org/10.1093/gmo/9781561592630.article.28494.
Adrio, Adam. ‘Ambrosius Profe (1589-1661) als Herausgeber italienischer Musik seiner Zeit’, in
Festschrift Karl Gustav Fellerer. Regensburg: G Bosse, 1962.
Apel, Willi. The Notation of Polyphonic Music 900-1600, 5th ed. Cambridge, Massachusetts: The
Mediaeval Society of America, 1961.
Bartlett, Clifford ed. “Foreword.” In Monteverdi Vespers 1610, 1-6. Huntingdon: King’s Music, 1990.
BnF Catalogue général, “Brossard, Sébastien de (1655-1730)”
https://catalogue.bnf.fr/ark:/12148/cb12364220b, [Accessed: 11 May 2019].
BnF Catalogue général, “Expeditionis musicae classis II”
https://catalogue.bnf.fr/ark:/12148/cb430161286, [Accessed: 11 May 2019].
Bolton, Thomas Wayne. “A History and Survey of the Baroque Motet for One Solo Voice Outside of
Italy.” Ph.D., North Texas State University, 1980.
Bowers, Roger. “Some Reflection upon Notation and Proportion in Monteverdi's Mass and Vespers of
1610.” Music & Letters, Vol. 73, No. 3 (1992): 347-398.
Bürgisser, Eugen. “Bremgarter Schüler an den Jesuitenkollegien Luzern, Freiburg und Solothurn in
den Jahren 1574 bis 1773,” Bremgarter Neujahrsblätter, (1981).
Carter, Tim. “Renaissance, Mannerism, Baroque” in The Cambridge History of Seventeenth-Century
Music, edited by Tim Carter and John Butt, 1-26. Cambridge: Cambridge University Press, 2005.
Carver, Anthony F. “Concertato” in The New Grove Dictionary of Music and Musicians. Accessed
14 October 2019 https://doiorg.ezproxy.library.uwa.edu.au/10.1093/gmo/9781561592630.article.06242
Chevalley, Denis A, ed. Der Dom zu Augsburg. Munich: R. Oldenbourg, 1995.
Culley, Thomas D. Jesuits and Music: A Study of the Musicians connected with the German College
in Rome during the 17th Century and of their Activities in Northern Europe. Rome: Jesuit Historical
Institute, 1970.
Dixon, Graham Peter. “Liturgical music in Rome (1605-45).” Ph.D., Durham University, 1981.
Fisher, Alexander John. “Music in Counter-Reformation Augsburg: Musicians, Rituals, and
Repertories in a Religiously Divided City.” Ph.D., Harvard University, 2001.
Föllmi, Beat A. “Gletle, Johann Melchior” in Die Musik in Geschichte und Gegenwart, edited by
Ludwig Finscher, Vol. 7, 2nd ed. Stuttgart: Bärenreiter-Verlag, 2002.
Gribble, Francis. The Court of Christina of Sweden, and the Later Adventures of the Queen in Exile.
London: Mitchell Kennerley, 1913.

94

Grout, Donald Jay and Claude V. Palisca eds. A History of Western Music, 6th ed. New York: Norton
& Company Inc., 2001.
Harper, John. The Forms and Orders of Western Liturgy from the Tenth to the Eighteenth Century: A
Historical Introduction and Guide for Students and Musicians. New York, USA: Clarendon Press,
1991.
Hettrick, William E. “Gregor Aichinger Cantiones Ecclesiasticae” Recent Researches in the Music of
the Baroque Era, Vol. 13. Madison: A-R Editions Inc., 1972.
Hoeynck, Franz A. Geschichte der kirchlichen Lithurgie des Bisthums Augsburg. Mit Beilagen:
Monumentæ liturgicæ Augustanæ. Augsburg, Germany: Litterar. Institut von M. Huttler, 1889.
Holst, Robert Inar. “Toward a Stylistic History of the North German “Cantata” in the Second Half of
the Seventeenth Century.” Ph.D., University of Chicago, 1995.
Holweck, Frederick George. A Biographical Dictionary of the Saints. London: B. Herder Book Co.,
1924.
Hughes, Andrew. Medieval Manuscripts for Mass and Office: A Guide to their Organization and
Terminology. Toronto, Canada: University of Toronto Press, 1982.
IMSLP Petrucci Music Library, “Expeditionis musicae classis II, Op.2 (Gletle, Johann Melchior)”,
https://imslp.org/wiki/Expeditionis_musicae_classis_II%2C_Op.2_(Gletle%2C_Johann_Melchior),
[Accessed: 23 March 2019].
Kellenbenz, Hermann. “Wirtschaftsleben der Bliitezeit,” in Geschichte der Stadt Augsburg: 2000
Jahre von der Romerzeit bis zur Gegenwart, edited by Gunther Gottlieb, et al. Stuttgart: Konrad
Theiss Verlag, 1985.
Krautwurst, Franz. “Ein unbekanntes Briefautograph Johann Melchior Gletles,” Musik in Bayern, 43,
(1991).
-----, “Valentin Rathgeber OSB (1682-1750)” in Fränkische Lebensbilder, Vol. 14, 141-161.
Neustadt/Aisch, 1991.
-----, “Trumscheit” in Die Musik in Geschichte und Gegenwart, edited by Ludwig Finscher, Vol. 7,
2nd ed. Stuttgart: Bärenreiter-Verlag, 2002.
Krummel, Donald W. and Stanley Sadie eds. The Norton/Grove Handbooks in Music: Music Printing
and Publishing. New York: W. W. Norton and Company Inc., 1990.
Kurtzman, Jeffrey. The Monteverdi Vespers of 1610: Music Context, Performance. New York, USA:
Oxford University Press, 1999.
Layer, Adolf. “Johann Melchior Gletles Leben und Wirken” in Johann Melchior Gletle Ausgewälte
Kirchenmusik, edited by Hans Peter Schanzlin, VII-XIV. Basel: Bärenreiter-Verlag, 1959.
-----, "Augsburg" in The New Grove Dictionary of Music and Musicians, edited by Stanley Sadie and
John Tyrell, Vol. 2. London: MacMillan, 2001.
Leitmeir, Christian Thomas. “Catholic Music in the Diocese of Augsburg c.1600: A Reconstructed
Tricinium Anthology and its Confessional Applications,” Early Music History, Vol. 21 (2002): 117173.

95

Lesure, François, ed. Recueils Imprimés: XIVe – XVIIe Siècles. München: G. Henle Verlag, 1960.
Moser, Hans Joachim. Corydon: Geschichte des mehrstimmigen generalbassliedes und des quodlibets
im deutschen barock, Vol. 1. Braunschweig: Liltoff, 1933.
Münster, Robert. “Courts and Monasteries in Bavaria,” in The Late Baroque Era: From the 1680s to
1740, edited by George J. Buelow, 296-323. London: Macmillan Press Ltd, 1993.
Peetz, Juliane. “The large Tablature Books in the Düben Collection” in The Dissemination of Music in
Seventeenth-Century Europe, edited by Erik Kjellberg, 49-72. Bern: Peter Lang, 2010.
Ruhnke, Martin. Joachim Burmeister: ein Beitrag zur Musiklehre um 1600. Bärenreiter-Verlag:
Kassel, 1955.
Sadie, Stanley. “Baroque era, the,” in The Oxford Companion to Music, edited by Alison Latham,
101-104. New York: Oxford University Press Inc., 2002.
Sandberger, Adolf. “Bemerkungen zur Biographie Hans Leo Hasslers und seiner Brüder, sowie zur
Musikgeschichte der Städte Nürnberg und Augsburg im 16. und zu Anfang des 17. Jahrhunderts” in
Denkmäler der Tonkunst in Bayern, Vol. 5, pt. 2. Leipzig: Gesellschaft für Bayerische
Musikgeschichte, 1904.
Schanzlin, Hans Peter. Johann Melchior Gletles Motetten. Bern: Schweizerischen Musikforschenden
Gesellschaft, 1954.
Schmid, Ernst Fritz. “Philipp Jakob Baudrexel (1627–1691),” in Lebensbilder aus dem Bayerischen
Schwaben. Vol. 2, edited by Götz Feiherr von Pölnitz, 269–290. München: 1953.
Schnell, Dagmar. “Erfurt, Andreas” in Die Musik in Geschichte und Gegenwart, ed. Ludwig Finscher,
Vol. 6, 2nd ed. Stuttgart: Bärenreiter-Verlag, 2002.
Singer, Alfons. “Leben und Werke des Augsburger Domkapellmeisters Bernhardus Klingenstein.”
Ph.D., University of Munich, 1921.
Stegmeyr, Jos Anton. “Acta Universitatis Dilinganae 1564-1715” in Studienbibliothek Dillingen.
Horgau: 1940.
The Düben Collection Database Catalogue, “vmhs 084:070091 Volume Information”,
https://www2.musik.uu.se/duben/presentationVol1.php?vnr=40&Select_Dnr=1003, [Accessed: 11
May 2019].
Ursprung, Otto. Jacobus de Kerle (1531/32—1591): Sein Leben und seine Werke. Munich: Hans
Beck, 1913.
Webber, Geoffrey. North German Church Music in the Age of Buxtehude. New York: Oxford
University Press Inc., 1996.
Werra, Ernst von ed. Ausgewählte Werke von Christian Erbach (um 1570-1635). Erster Teil. Werke
Jur Orgel und Klavier. Werke Hans Leo Hasslers (1564-1612). Erster Teil. Werke fur Orgel und
Klavier. Mit beigefugten Stucken von Jacob Hassler (geb. 1565). Jg. 4, vol. II of Denkmaler der
Tonkunst in Bayern. Edited by Adolf Sandberger. Leipzig: Breitkopf & Härtel, 1903.
Zoepfl, Friedrich. “Kardinal Otto Truchseß von Waldburg” in Lebensbilder aus dem Bayerischen
Schwaben, Vol. 4, edited by Götz Feiherr von Pölnitz. München: 1955.

96

Appendices
Appendix A: Title Page & Dedication Facsimile and Translation

97

98

99

(Courtesy, Zentralbibliothek Zürich)

100

A MUSICAL EXPEDITION

PART II.

P S A L M S
SHORT, SHORTER,
S H O R T E S T.
For all Sundays and feast days throughout the year
And to be sung at Vespers.

For five solo voices joining, as necessary, with
2 or 5 accompanying instruments: ad libitum
& 5 additional voices or full choir
With double Basso Continuo for Organ, Violone etc.

A U T H O R

JOHANN MELCHIOR GLETLE
OF BREMGARTEN,
Director of Music at Augsburg Cathedral

OPUS 2.
ORGAN PART
[Printed] with the permission of the superiors,
Published in Augsburg at the expense of the author, printed by Andreas Erfurt
IN THE YEAR OF OUR LORD 1668.
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TO THE MOST
REVEREND, MOST

ILLUSTRIOUS, MOST
DISTINGUISHED, MOST

NOBLE AND MOST ADMIRABLE
LORDS

LORD JOHN REINHARDT
FROM EYB, LEADER,

LORD JOHN ANDREA
L. B. FROM PUECH, DEAN,
And the rest of the Augsburg Cathedral

C A N O N S,
I Give my most sincere thanks.
My most reverend, most illustrious, exceedingly eminent, surpassingly
noble and most gracious lords, a Roman philosopher once called that
man excessively bold, who was first to break through the treacherous
straits of the sea in such a fragile barque, and who, on seeing his own
lands at his back, entrusted his life to the fickle winds. For my part,
having launched my own first musical enterprise in a manner resembling
this sea-borne one, but, not without some new boldness, into the air, an
element lighter yet than water and navigable, through sound, by
musicians alone, the one element in which sounds can live, and which
die outside it just as fish die when out of water, I should now be called
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not just bold, but foolhardy, if I were once again to make a trial of the
sea, which, like war, is beyond doubt doubtful. Yet it is Fortune that
makes me bold, and she who has once assisted me will assist me again,
it should please the gods above and yourselves, my most reverend and
gracious lords, in whose hands the outcome of my voyage now lies. This
fleet, which for a short time lies at anchor before your eyes, and cherishes
optimistic hopes for the wind, has no other ambition than to hear the call
to cast off, which the breeze sings out briefly, more briefly, and most
briefly, as a sign of its support, and so win approval from your most
reverend and gracious lordships. Once she has won this approval, then,
rejoicing in her own wealth, and feeling no envy for Argo, which was
enriched by the golden fleece, she will set sail in the direction she is
granted, a fleet twice favoured and twice fortunate, in that she has won
so many patrons who control the waves and storms, and because she sails
without discomfort, even when surrounded by squally waves and
whistling winds, since her cargo is so much approval.
Here let me admit, much more should have been said, be it concerning
that most kindly good-will which your most reverend and gracious
lordships have shown me, which no words of mine can adequately
celebrate, or concerning my own haste to obey you in turn, to which no
words can adequately bear witness. Yet, lest I, who seek to win praise
for brevity in song, should speak too lengthily, without however
becoming obscure in my efforts to be brief, let me say here that, in order
to assist all to understand my diction more clearly, I am here unfurling
my sails simply so that all may recognize the standards beneath which
my fleet is sailing, and that I openly acknowledge that, as is the custom
for sailors, I lower them to honour my patrons, your most reverend and
gracious lordships.

YOUR MOST REVEREND & MOST GRACIOUS
LORDSHIPS

[Printed at] Augsburg at the author’s expense: May 20t,
THE YEAR OF OUR LORD 1668.

Your most obedient and lowly servant.
Johann Melchior Gletle.
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TO A LOVER OF MUSIC.
Contrary to what I had predetermined, I send the masses, and the psalms short,
shorter and shortest ahead. They are so named because of the continuous series
of the text, not because they should be sung in a rapid or more accelerated
tempo. Rather, they require a set and slow time measurement, especially the
first and the middle psalms. By contrast, it is by no means forbidden to sing the
last a little bit more agitated. These works should not be in the least challenging
and have been created to be used with other psalms, which are sometimes
greater in length, when a shorter work is required. Farewell.

I N D E X.
SHORT PSALMS.
Domine ad adiuvandum.
Credidi.
Dixit Dominus.
In convertendo.
Confitebor.
Domine probastime.
Beatus vir.
De profundis.
Laudate pueri.
Memento.
Laudate Dominum omnes gentes.
Beati omnes.
Laetatus sum.
Confitebor quoniam audisti.
Nisi Dominus.
Magnificat.
Lauda Jerusalem.
SHORTER PSALMS.
Domine ad adiuvandum.
Laetatus sum.
Dixit Dominus.
Nisi Dominus.
Confitebor.
Lauda Jerusalem.
Beatus vir.
Credidi.
Laudate pueri.
Magnificat.
Laudate Dominum.
SHORTEST PSALMS.
Domine ad adiuvandum.
Laetatus sum.
Dixit Dominus.
Nisi Dominus.
Confitebor.
Lauda Jerusalem.
Beatus vir.
In exitu.
Laudate pueri.
Magnificat.
Laudate Dominum omnes gentes.
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Appendix B: Translation of Psalm Texts from Vulgate Latin to KJV English
The Latin texts corresponds to the modern edition of the Vulgate (Biblia Sacra iuxta vulgatam versionem
[Stuttgart: Deutsche Bibegesellschaft, 1994]). The English translations of the psalms have been taken
from the King James Version of the Bible with minor emendations.

1. Psalm 69 [Anglican 70] Domine ad adiuvandum
Domine, ad adiuvandum me festina.
Gloria Patri, et Filio,
Et Spiritui Sancto.
Sicut erat in principio, et nunc et semper,
Et in secula seculorum. Amen. Alleluia.

O LORD, make haste to help me.
Glory be to the Father and to the son
and to the Holy Ghost.
As it was in the beginning, is now and ever shall be,
world without end. Amen. Alleluia.

2. Psalm 109 [Anglican 110] Dixit Dominus
Dixit Dominus Domino meo: Sede a dextris meis,
donec ponam inimicos tuos scabellum pedum tuorum.
Virgam potentiae tuae emittet Dominus ex Sion:
dominare in medio inimicorum tuorum.
Tecum principatus in die virtutis tuae,
in splendoribus sanctis,
ex utero ante luciferum genui te.
Iuravit Dominus et non paenitebit eum:
Tu es sacerdos in aeternum secundum ordinem Melchisedech.
Dominus a dextris tuis,
conquassabit in die irae suae reges.
Iudicabit in nationibus: cumulantur cadavera,
conquassabit capita in terra spatiosa.
De torrente in vie bibet,
propterea exaltabit caput.
Gloria…

The LORD said unto my Lord, Sit thou at my right hand,
until I make thine enemies thy footstool.
The LORD shall send the rod of thy strength out of Zion:
rule thou in the midst of thine enemies.
Thy people shall be willing in the day of thy power,
in the beauties of holiness from the womb of the morning:
thou hast the dew of thy youth.
The LORD hath sworn, and will not repent,
Thou art a priest for ever after the order of Melchizedek.
The Lord at thy right hand
shall strike through kings in the day of his wrath.
He shall judge among the heathen: he shall fill the places with
dead bodies; he shall wound the heads over many countries.
He shall drink of the brook in the way,
therefore shall he lift up the head.
Gloria…

3. Psalm 110 [Anglican 111] Confitebor
Confitebor tibi, Domine, in toto corde meo,
in consilio iustorum et congregatione.
Magna opera Domini,
exquisita in omnes voluntates ejus.
Confessio et magnificentia opus ejus,
et iustitia eius manet in saeculum saeculi.
Memoriam fecit mirabilium suorum,
misericors et miserator Dominus.
Escam dedit timentibus se;
memor erit in saeculum testamenti sui.
Virtutem operum suorum annuntiabit populo suo,
ut det illis haereditatem gentium;
opera manuum eius veritas et iudicium.
Fidelia omnia mandata eius,
confirmata in saeculum saeculi,
facta in veritate et aequitate.
Redemptionem misit populo suo,
mandavit in aeternum testamentum suum.
Sanctum et terribile nomen eius.
Initium sapientiae timor Domini,
intellectus bonus omnibus facientibus eum:
laudatio eius manet in saeculum saeculi.
Gloria…

I will praise the LORD with my whole heart,
in the assembly of the upright, and in the congregation.
The works of the LORD are great,
sought out of all them that have pleasure therein.
His work is honourable and glorious:
and his righteousness endureth for ever.
He hath made his wonderful works to be remembered:
the LORD is gracious and full of compassion.
He hath given meat unto them that fear him:
he will ever be mindful of his covenant.
He hath shewed his people the power of his works,
that he may give them the heritage of the heathen;
The works of his hands are verity and judgment;
all his commandments are sure.
They stand fast for ever and ever,
and are done in truth and uprightness.
He sent redemption unto his people,
he hath commanded his covenant for ever:
holy and reverend is his name.
The fear of the LORD is the beginning of wisdom:
a good understanding have all they that do his commandments:
his praise endureth for ever.
Gloria…
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4. Psalm 111 [Anglican 112] Beatus vir
Beatus vir, qui timet Dominum,
in mandatis eius volet nimis.
Potens in terra erit semen eius,
generatio rectorum benedicetur.
Gloria et divitiae in domo eius,
et iustitia eius manet in saeculum saeculi.
Exortum est in tenebris lumen rectis,
misericors et miserator et iustus.
Iucundus homo, qui miseretur et commodat,
disponet sermones suos in iudicio,
quia in aeternum non commovebitur.
In memoria aeterna erit iustus,
ab auditione mala non timebit.
Paratum cor eius, sperare in Domino,
confirmatum est cor eius, non commovebitur
donec despiciat inimicos suos.
Dispersit, dedit pauperibus;
iustitia eius manet in saeculum saeculi,
cornu eius exaltabitur in gloria.
Peccator videbit et irascetur,
dentibus suis fremet et tabescet.
Desiderium peccatorum peribit.
Gloria…

Blessed is the man that feareth the LORD,
that delighteth greatly in his commandments.
His seed shall be mighty upon earth,
the generation of the upright shall be blessed.
Wealth and riches shall be in his house,
and his righteousness endureth for ever.
Unto the upright there ariseth light in the darkness,
he is gracious, and full of compassion, and righteous.
A good man sheweth favour, and lendeth,
he will guide his affairs with discretion.
Surely he shall not be moved for ever,
the righteous shall be in everlasting remembrance.
He shall not be afraid of evil tiding:
his heart is fixed, trusting in the LORD.
His heart is established, he shall not be afraid,
until he see his desire upon his enemies.
He hath dispersed, he hath given to the poor;
his righteousness endureth for ever;
his horn shall be exalted with honour.
The wicked shall see it, and be grieved;
he shall gnash with his teeth and melt away.
The desire of the wicked shall perish.
Gloria…

5. Psalm 112 [Anglican 113] Laudate pueri
Laudate, pueri Dominum;
laudate nomen Domini.
Sit nomen Domini benedictum
ex hoc nunc et usque in saeculum.
A solis ortu usque ad occasum
laudabile nomen Domini.
Excelsus super omnes gentes Dominus,
super caelos gloria eius.
Quis sicut Dominus Deus noster,
qui in altis habitat
et humilia respicit
in caelo et in terra?
Suscitans a terra inopem,
et de stercore erigens pauperem,
ut collocet eum cum principibus,
cum principibus populi sui.
Qui habitare facit sterilem in domo,
matrem filiorum laetantem.
Gloria…

Praise, O ye servants of the Lord,
praise the name of the Lord.
Blessed be the name of the Lord
from this time forth and for evermore.
From the rising of the sun unto the going down of the same
the Lord's name is to be praised.
The Lord is high above all nations,
and his glory above the heavens.
Who is like unto the Lord our God,
who dwelleth on high,
Who humbleth himself to behold the things
that are in heaven, and in the earth!
He raiseth up the poor out of the dust,
and lifteth the needy out of the dunghill;
That he may set him with princes,
even with the princes of his people.
He maketh the barren woman to keep house,
and to be a joyful mother of children.
Gloria…
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Appendix C: Vespers Service Template

Reconstructed Vespers Order of Service
Sunday 21 October 1668
I am grateful to The Divinum Officium Project for providing me with the appropriate text for the
propers of this service. Further information can be accessed on their website at the following link:
https://divinumofficium.com/cgi-bin/horas/officium.pl

Incipit (Start)

Pater noster, qui es in cælis, sanctificétur nomen tuum: advéniat regnum tuum: fiat volúntas tua, sicut
in cælo et in terra. Panem nostrum cotidiánum da nobis hódie: et dimítte nobis débita nostra, sicut et
nos dimíttimus debitóribus nostris: et ne nos indúcas in tentatiónem: sed líbera nos a malo. Amen.

Ave María, grátia plena; Dóminus tecum: benedícta tu in muliéribus, et benedíctus fructus ventris tui
Jesus. Sancta María, Mater Dei, ora pro nobis peccatóribus, nunc et in hora mortis nostræ. Amen.
V. Deus ✠ in adjutórium meum inténde.
R. Dómine, ad adjuvándum me festína.
V. Glória Patri, et Fílio, * et Spirítui Sancto.
R. Sicut erat in princípio, et nunc, et semper, * et in sǽcula sæculórum. Amen.

Allelúja.
Psalmi (Psalms)
Ant. Dixit Dóminus ‡
Psalmus 109 [1]
1 Dixit Dóminus ‡ Dómino meo: * Sede a dextris meis:
1 Donec ponam inimícos tuos, * scabéllum pedum tuórum.
2 Virgam virtútis tuæ emíttet Dóminus ex Sion: * domináre in médio inimicórum tuórum.
3 Tecum princípium in die virtútis tuæ in splendóribus sanctórum: * ex útero ante lucíferum génui te.
4 Jurávit Dóminus, et non pœnitébit eum: * Tu es sacérdos in ætérnum secúndum órdinem
Melchísedech.
5 Dóminus a dextris tuis, * confrégit in die iræ suæ reges.
6 Judicábit in natiónibus, implébit ruínas: * conquassábit cápita in terra multórum.
7 De torrénte in via bibet: * proptérea exaltábit caput.
V. Glória Patri, et Fílio, * et Spirítui Sancto.
R. Sicut erat in princípio, et nunc, et semper, * et in sǽcula sæculórum. Amen.
Ant. Dixit Dóminus Dómino meo: Sede a dextris meis.
Ant. Fidélia
Psalmus 110 [2]
1 Confitébor tibi, Dómine, in toto corde meo: * in consílio justórum, et congregatióne.
2 Magna ópera Dómini: * exquisíta in omnes voluntátes ejus.
3 Conféssio et magnificéntia opus ejus: * et justítia ejus manet in sǽculum sǽculi.
4 Memóriam fecit mirabílium suórum, miséricors et miserátor Dóminus: * escam dedit timéntibus se.
5 Memor erit in sǽculum testaménti sui: * virtútem óperum suórum annuntiábit pópulo suo:
7 Ut det illis hereditátem géntium: * ópera mánuum ejus véritas, et judícium.
8 Fidélia ómnia mandáta ejus: confirmáta in sǽculum sǽculi, * facta in veritáte et æquitáte.
9 Redemptiónem misit pópulo suo: * mandávit in ætérnum testaméntum suum.
9 (fit reverentia) Sanctum, et terríbile nomen ejus: * inítium sapiéntiæ timor Dómini.
10 Intelléctus bonus ómnibus faciéntibus eum: * laudátio ejus manet in sǽculum sǽculi.
V. Glória Patri, et Fílio, * et Spirítui Sancto.
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R. Sicut erat in princípio, et nunc, et semper, * et in sǽcula sæculórum. Amen.
Ant. Fidélia ómnia mandáta ejus: confirmáta in sǽculum sǽculi.
Ant. In mandátis
Psalmus 111 [3]
1 Beátus vir, qui timet Dóminum: * in mandátis ejus volet nimis.
2 Potens in terra erit semen ejus: * generátio rectórum benedicétur.
3 Glória, et divítiæ in domo ejus: * et justítia ejus manet in sǽculum sǽculi.
4 Exórtum est in ténebris lumen rectis: * miséricors, et miserátor, et justus.
5 Jucúndus homo qui miserétur et cómmodat, dispónet sermónes suos in judício: * quia in ætérnum
non commovébitur.
7 In memória ætérna erit justus: * ab auditióne mala non timébit.
8 Parátum cor ejus speráre in Dómino, confirmátum est cor ejus: * non commovébitur donec despíciat
inimícos suos.
9 Dispérsit, dedit paupéribus: justítia ejus manet in sǽculum sǽculi, * cornu ejus exaltábitur in glória.
10 Peccátor vidébit, et irascétur, déntibus suis fremet et tabéscet: * desidérium peccatórum períbit.
V. Glória Patri, et Fílio, * et Spirítui Sancto.
R. Sicut erat in princípio, et nunc, et semper, * et in sǽcula sæculórum. Amen.
Ant. In mandátis ejus cupit nimis.
Ant. Sit nomen Dómini
Psalmus 112 [4]
1 Laudáte, púeri, Dóminum: * laudáte nomen Dómini.
2 (fit reverentia) Sit nomen Dómini benedíctum, * ex hoc nunc, et usque in sǽculum.
3 A solis ortu usque ad occásum, * laudábile nomen Dómini.
4 Excélsus super omnes gentes Dóminus, * et super cælos glória ejus.
5 Quis sicut Dóminus, Deus noster, qui in altis hábitat, * et humília réspicit in cælo et in terra?
7 Súscitans a terra ínopem, * et de stércore érigens páuperem:
8 Ut cóllocet eum cum princípibus, * cum princípibus pópuli sui.
9 Qui habitáre facit stérilem in domo, * matrem filiórum lætántem.
V. Glória Patri, et Fílio, * et Spirítui Sancto.
R. Sicut erat in princípio, et nunc, et semper, * et in sǽcula sæculórum. Amen.
Ant. Sit nomen Dómini benedíctum in sǽcula.
Ant. Laudáte ‡
Psalmus 116 [5]
1 Laudáte ‡ Dóminum, omnes gentes: * laudáte eum, omnes pópuli:
2 Quóniam confirmáta est super nos misericórdia ejus: * et véritas Dómini manet in ætérnum.
V. Glória Patri, et Fílio, * et Spirítui Sancto.
R. Sicut erat in princípio, et nunc, et semper, * et in sǽcula sæculórum. Amen.
Ant. Laudáte Dóminum omnes Gentes.

Capitulum Hymnus Versus (Chapter Hymn Verse)
2 Cor 1:3-4

Benedíctus Deus, et Pater Dómini nostri Jesu Christi, Pater misericordiárum, et Deus totíus
consolatiónis, qui consolátur nos in omni tribulatióne nostra.
R. Deo grátias.
Hymnus

Lucis Creátor óptime,
Lucem diérum próferens,
Primórdiis lucis novæ,
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Mundi parans oríginem:
Qui mane junctum vésperi
Diem vocári prǽcipis:
Illábitur tetrum chaos,
Audi preces cum flétibus.
Ne mens graváta crimine,
Vitæ sit exsul múnere,
Dum nil perénne cógitat,
Seséque culpis ílligat.
Cæléste pulset óstium:
Vitále tollat prǽmium:
Vitémus omne nóxium:
Purgémus omne péssimum.
Præsta, Pater piíssime,
Patríque compar Únice,
Cum Spíritu Paráclito
Regnans per omne sǽculum.
Amen.
V. Dirigátur, Dómine, orátio mea.
R. Sicut incénsum in conspéctu tuo.

Canticum Magnificat (Magnificat Canticle)
Ant. Réddite ergo
(Canticum B. Mariæ Virginis * Luc. 1:46-55)
46 Magníficat ✠ * ánima mea Dóminum.
47 Et exsultávit spíritus meus: * in Deo, salutári meo.
48 Quia respéxit humilitátem ancíllæ suæ: * ecce enim ex hoc beátam me dicent omnes generatiónes.
49 Quia fecit mihi magna, qui potens est: * et sanctum nomen ejus.
50 Et misericórdia ejus, a progénie in progénies: * timéntibus eum.
51 Fecit poténtiam in brácchio suo: * dispérsit supérbos mente cordis sui.
52 Depósuit poténtes de sede: * et exaltávit húmiles.
53 Esuriéntes implévit bonis: * et dívites dimísit inánes.
54 Suscépit Israël púerum suum: * recordátus misericórdiæ suæ.
55 Sicut locútus est ad patres nostros: * Ábraham, et sémini ejus in sǽcula.
V. Glória Patri, et Fílio, * et Spirítui Sancto.
R. Sicut erat in princípio, et nunc, et semper, * et in sǽcula sæculórum. Amen.
Ant. Réddite ergo quæ sunt Cǽsaris Cǽsari, et quæ sunt Dei Deo, allelúja.

Oratio (Prayer)
V. Dómine, exáudi oratiónem meam.
R. Et clamor meus ad te véniat.

Orémus
Deus, refúgium nostrum et virtus: adésto piis Ecclésiæ tuæ précibus, auctor ipse pietátis, et præsta;
ut, quod fidéliter pétimus, efficáciter consequámur.

Per Dóminum nostrum Jesum Christum, Fílium tuum: qui tecum vivit et regnat in unitáte Spíritus
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Sancti Deus, per ómnia sǽcula sæculórum.
R. Amen.

Suffragium (Suffrage)
De Beata Maria
Ant. Sancta María succúrre míseris, juva pusillánimes, réfove flébiles, ora pro pópulo, intérveni pro
clero, intercéde pro devóto femineo sexu: séntiant omnes tuum juvámen, quicúmque célebrant tuam
sanctam commemoratiónem.
V. Ora pro nobis sancta Dei Génitrix.
R. Ut digni efficiámur promissiónibus Christi.
Oratio

Orémus.
Concéde nos fámulos tuos, quǽsumus, Dómine Deus, perpétua mentis et córporis sanitate gaudére, et
gloriósa beátæ Maríæ semper Vírginis intercessióne, a præsénti liberári tristítia, et ætérna pérfrui
lætítia.
De Apostolis
Ant. Petrus Apóstolus, et Paulus Doctor Géntium, ipsi nos docuerunt legem tuam Dómine.
V. Constítues eos príncipes super omnem terram.
R. Mémores erunt nóminis tui Dómine.
Oratio

Orémus.
Deus, cujus déxtera beátum Petrum ambulantem in flúctibus, ne mergeretur, eréxit, et coapostolum
ejus Paulum tértio naufragantem de profúndo pelagi liberávit: exáudi nos propítius, et concéde; ut
amborum méritis, æternitátis glóriam consequámur.
De Pace
Ant. Da pacem Dómine in diébus nostris, quia non est álius, qui pugnet pro nobis, nisi tu Deus noster.
V. Fiat pax in virtúte tua.
R. Et abundántia in túrribus tuis.
Oratio

Orémus
Deus, a quo sancta desidéria, recta consília, et justa sunt ópera: da servis tuis illam, quam mundus
dare non potest, pacem; ut et corda nostra mandátis tuis dédita, et hóstium sublata formidine, témpora
sint tua protectióne tranquilla.

Per Dóminum nostrum Jesum Christum, Fílium tuum: qui tecum vivit et regnat in unitáte Spíritus
Sancti Deus, per ómnia sǽcula sæculórum.
R. Amen.

Conclusio (Conclusion)
V. Dómine, exáudi oratiónem meam.
R. Et clamor meus ad te véniat.
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V. Benedicámus Dómino.
R. Deo grátias.
V. Fidélium ánimæ per misericórdiam Dei requiéscant in pace.
R. Amen.

Pater noster, qui es in cælis, sanctificétur nomen tuum: advéniat regnum tuum: fiat volúntas tua, sicut
in cælo et in terra. Panem nostrum cotidiánum da nobis hódie: et dimítte nobis débita nostra, sicut et
nos dimíttimus debitóribus nostris: et ne nos indúcas in tentatiónem: sed líbera nos a malo. Amen.
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Appendix D: Dixit Dominus (Constructed from Parts in the Düben Collection)
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